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INTRODUCTION. 


THOUGH  there  is  no  writer  whose  works  may  "be  mora 
advantageously  studied  as  a  whole  than  Lessing's,  there 
are  few  of  equal  importance  who  are  known  in  this 
country  in  so  partial  and  fragmentary  a  manner.  Various 
translations  of  'Nathan  der  Weise'  and  'Minna  von 
Barnhelm '  have,  it  is  true,  exhibited  him  fairly  enough 
as  a  dramatist  of  pure  style,  refined  humour,  and  liberal 
thought;  at  the  same  time  another  class  of  readers  has 
had  more  than  one  opportunity  of  studying  the  treatise  on 
the  '  Laokoon,'  and  admiring  his  vigorous  and  suggestive 
etyle  of  criticism  and  wide  scholarship,  which  must 
always  give  it  a  literary  interest  whatever  substantial 
value  may  be  assigned  to  it.  But  such  an  acquaintance 
with  isolated  pieces  hardly  allows  a  reader  to  estimate  their 
real  value,  and  still  less  does  it  afford  him  an  opportunity 
of  co-ordinating  the  positions  of  Lessing  the  dramatist 
and  Lessing  the  critic,  and  forming  any  definite  notion  of 
his  true  place  in  literary  history.  To  do  so  demands  in 
any  case  some  general  knowledge  of  German  literature,  but 
whilst  Goethe  and  Schiller  have  become  duly  appreciated 
in  this  country,  their  great  precursor  has,  amongst  general 
readers,  been  little  more  than  a  name  to  those  who  were 
even  so  far  acquainted  with  him.  Two  interesting  bio- 
graphical works  by  Mr.  James  Sime  and  Miss  Helen 
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Zirnmern  have,  no  doubt,  done  much  to  dispel  this 
ignorance,  and  paved  the  way  for  a  wider  study  of 
Lessing's  own  work,  and  the  publication  in  Bohn's 
Libraries  of  a  translation  of  all  his  completed  dramas, 
has  given  English  readers  an  opportunity  of  estimating 
his  merits  for  themselves  in  this  particular  path  of 
literature.  But  inasmuch  as  these  dramas,  a  large 
proportion  of  which  were  composed  in  his  youth,  are 
veiy  far  from  representing  the  substance  of  his  more 
mature  work,  a  selection,  at  least,  from  his  prose  writings, 
m  which  of  course  the  'Laokoon'  must  be  included,  is 
absolutely  necessary  to  give  any  adequate  notion  of 
Lessing's  achievements. 

The  main  bent  of  his  mind  was  essentially  critical,  and 
this  fact  is  sufficient  to  account  for  the  modified  degree  of 
recognition  which  he  has  met  with.  A  critic  merely  as 
such  cannot  be  a  popular  writer,  and  the  necessity  that 
the  results  of  his  labours,  so  far  as  they  are  effective,  must 
be  appropriated  and  absorbed  by  succeeding  writers  has  a 
further  tendency  to  limit  the  duration  of  any  fame  that 
he  may  have  acquired  on  the  score  of  them.  That  Lessing, 
notwithstanding  this,  is  known  as  the  author  of  some 
pieces  that  are  in  the  truest  sense  popular  is  due  to 
qualities  not  strictly  critical,  or  necessarily  coexistent  with 
the  clear  insight  and  independence  of  mind  which  forced 
him  to  analyze  afresh  and  probe  to  its  depths  any  subject 
that  came  within  his  intellectual  grasp.  It  is  the  faculty 
of  invention  to  which  are  due  such  creations  as  Nathan, 
Minna,  or  von  Tellheim,  and  the  strong  infusion  of  personal 
character  which  gives  to  his  didactic  writings  the  charm 
of  essays,  whilst  they  have  the  weight  of  treatises,  that 
constitute  his  claims  to  popular  appreciation. 

But  whilst  Lessing  is  thus  preserved  from  classification 
in  the  unattractive  if  not  unfruitful  order  of  minds  that 
are  "  nothing  if  not  critical,"  it  is  no  less  a  iact  that  his 
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animating  motive  in  almost  all  lie  wrote  was  a  distinctly 
critical  purpose.  Though  we  may  not  accept  literally  the 
modest  estimate  of  his  own  powers  which  he  has  given  at 
the  close  of  the  '  Hamburg  Dramaturgy/  we  are  forced  to 
admit  that  he  regarded  such  a  purpose  as  conducive  to  all 
good  writing.  "To  act  with  a  purpose,"  he  says,  "is 
what  raises  man  above  the  brutes ;  to  invent  with  a 
purpose,  to  imitate  with  a  purpose,  is  that  which  distin- 
guishes genius  from  the  petty  artists  who  only  invent  to 
invent,  imitate  to  imitate."  This  may  appear  at  first 
sight  difficult  to  reconcile  with  the  dictum  of  a  greater 
inventive  genius  if  a  less  profound  theorizer,  with  whom 
modern  critics  at  any  rate  will  be  more  disposed  to  agree. 
Goethe  has  said,  "  a  good  work  of  art  may  and  will  have 
moral  results,  but  to  require  of  the  artist  a  moral  aim  is  to 
spoil  his  work."2  It  is  true  that  he  here  speaks  of  a  dis- 
tinctly ethical  purpose,  whilst  Lessing's  statement  may  be 
coloured  by  the  particular  occasion,  the  criticism  of  one 
of  Marmontel's  Tales  applied  to  a  dramatic  purpose,  which 
called  it  forth,  and  that  it  is  modified  by  limitation  to  the 
chief  characters  of  such  a  work ;  but  the  two  proposi- 
tions no  less  indicate  a  wide  opposition  in  the  points  of 
view  from  which  a  work  of  art  may  be  conceived  of. 
Without  entering  further  into  the  question,  it  is  enough  to 
say  that  Lessing  approached  all  sesthetic  subjects  in  an 
attitude  of  mind  which,  while  thoroughly  independent  and 
natural,  erred,  if  it  did  so  at  all,  in  the  stringency  of  its 
requirements. 

Such  a  frame  of  mind  was  well  suited  to  the  time  in  which 
he  lived,  if  indeed  it  may  not  be  said  to  have  been  produced 
by  it.  He  found  his  country  with  a  language  excelling  in 
force  and  individuality,  but  with  no  literature  worthy  of 
it- -and  adopting  in  default  a  foreign  literature  not  only 

*  Dichtung  und  Wahrheit,  ii.  112. 
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unstated  to  tlie  character  of  its  people,  but  also  aiming  at 
false  aesthetic  ideals.  The  French  tragic  writers,  whose 
stilted  masterpieces  were  naturally  repugnant  to  an  un- 
sophisticated and  undrilled  Teutonic  mind,  were  also 
found  wanting  when  weighed  in  their  own  balance,  inas- 
much as  they  evaded  and  perverted  the  spirit  of  the 
formal  rules,  the  letter  of  which  they  pretended  to  observe. 
Many  pages  of  his  dramatic  criticisms  are  devoted  to  this 
subject.  He  directs  the  ponderous  ordnance  of  Aristotelian 
argument  against  such  delinquencies  with  a  crushing 
energy  of  which  they  seem  to  us  unworthy.  But  it  is  not 
easy  for  us  to  appreciate  the  circumstances  under  which 
he  then  wrote,  or  the  almost  religious  zeal  awakened  in 
him  by  the  condition  of  German  culture  in  the  middle 
of  the  eighteenth  century.  "  If  Lessing,"  says  a  liberal- 
minded  French  writer,  "  has  been  harsh  and  sometimes 
unjust  towards  our  literature,  it  is  because  he  was  zealous 
to  destroy  from  amidst  his  people  the  fetishism,  as  it  were, 
in  which  they  were  enwrapped,  and  to  give  to  German 
literature  its  free  course."3  It  is  this  zeal  which  makes 
him  so  much  more  than  a  critic,  a  term  which  we  gener- 
ally associate  with  something  that  is  cold  if  not  repellent. 
His  style  has  the  aggressive  energy  of  a  prosecutor  rather 
than  the  deliberation  of  a  judge,  even  when  it  is  not 
avowedly  polemic,  and  well  justifies  the  appellation  of 
"the  great  gladiator,"  which  has  been  applied  to  him. 
"  Solet  Aristoteles  quserere  pugnarn  in  suis  libris,"  he 
takes  occasion  to  quote,  and  in  this  temper  he  advises  the 
critic  to  "  search  for  some  one  from  whom  he  can  differ," 
as  the  readiest  method  of  vindicating  his  theories. 

In  respect  to  ancient  art  Lessing  was  no  less  an  earnest 
thinker  than  on  literature,  but  he  had  here  no  such 
definite  field.  His  speculations  were  moreover  limited  by 

*  Ernest  Fontaiict*'  Etude  sur  Leaning. 
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the  fact  that  he  had  no  technical  acquaintance  with  the 
subject;  he  dealt  only  with  its  literature  and  history, 
a  fact  which  must  not  be  overlooked  in  considering  his 
treatise  on  the  '  Laokoon.'  But  on  the  other  hand  the  field 
was  a  fresher  one ;  no  such  master  mind  as  Aristotle's  had 
formulated  the  principles  of  the  plastic  arts,  and  the 
misconceptions  to  which  he  opposed  his  acute  analysis 
were  prevalent  wherever  the  fine  arts  were  held  in  any 
estimation. 

These  considerations  ought  to  provide  against  the 
'  Laokoon's '  being  judged  from  too  high  a  standpoint  in 
art.  It  was  confessedly  a  fragmentary  composition;  a 
second  and  a  third  portion  were  contemplated  by  Lessing. 
But  even  had  he  carried  out  his  whole  plan,  it  would  as  a 
detailed  criticism  have  treated  of  only  a  segment  of  what 
we  now  comprehend  in  the  term  fine  arts.  That  Lessing 
practically  limits  his  definition  of  beauty  to  that  of  form, 
that  he  ignores  the  pleasing  influence  which  may  be 
exercised  on  the  mind  by  colour,  that  he  expressly  depre- 
ciates the  work  of  the  landscape-painter,  and  that  he  takes 
insufficient  cognizance  of  the  powerful  effect  of  religion 
upon  art,  might  tell  against  his  claims,  if  he  had  made 
any,  to  be  an  expositor  of  art,  but  they  ought  not  to  bo 
urged  in  derogation  of  a  treatise  which  professed  to  deal 
with  plastic  art  from  one  point  of  view,  namely  in  its  cor- 
relation with  descriptive  poetry.  These  deficiencies  may 
prove  that  he  was  no  practical  artist,  that  he  had  little  or 
no  knowledge  of  Italian  painting,  that  in  fact  he  uncon- 
sciously limited  his  observations  to  that  aspect  of  art  of 
which  alone  he  was  competent  to  speak — they  do  not 
invalidate  his  criticisms  within  the  limits  thus  imposed. 
Fragmentary  or  imperfect  as  it  may  be  considered  as 
a  treatise  upon  art,  the  'Laokoon'  is  not  the  less  a 
masterly  example  of  the  application  of  inductive  reasoning 
to  aesthetics.  The  important  principle  that  it  demon- 


xii  LAOKOON. 

strates,  the  recognition  of  limits  beyond  which  the  artist 
and  the  poet  cannot  safely  venture,  is  one  that  is  applic- 
able to  any  other  field  of  art,  and  the  great  effect  which 
the  work  always  produces  on  first  reading  is  perhaps  due 
not  only  to  the  clearness  with  which  it  enforces  this 
principk,  but  also  to  the  wide  application  of  which  its 
reasoning  appears  to  be  susceptible. 

It  has  been  pointed  out  more  than  once  that  Lessing 
was  in  some  measure  indebted  to  other  writers,  particu- 
larly to  the  Abbe  Dubos,5  for  some  of  the  leading  ideas 
in  his  work  :  but  the  largely  increased  value  which  such 
portions  of  the  treatise  have  acquired  by  their  incorpora- 
tion in  a  developed  aesthetic  theory,  has  amply  justified 
Lessing's  appropriation  of  them.  The  real  originality  of 
the  work  as  a  whole  is  patent,  and  the  profound  interest 
excited  by  it  in  minds  most  qualified  to  form  a  just 
estimate  of  it  is  the  strongest  proof  of  its  merits.  A 
book  which  filled  Goethe  when  a  Leipsic  student  with 
enthusiasm,  unreservedly  endorsed  in  later  life, — which 
Herder  read  three  times  through  in  a  single  afternoon 
and  night,  and  from  which  Macau!  ay,  as  he  told  the 
late  G.  H.  Lewes,  learned  more  than  he  ever  learned 
elsewhere,  is  one  of  which  there  is  no  room  to  question 
the  intrinsic  worth. 

On  the  other  hand  it  may  be  said  that  the  very  cogency 
of  its  reasoning,  and  the  obviousness  of  the  truths  as 
enunciated  by  it,  have  placed  it  out  of  date,  inasmuch  as 
its  principles,  recognized  at  once,  have  become  the  common 
property  of  all  later  writers.  As  Adam  Smith's  '  Wealth 
of  Nations  '  to  the  political  economist,  so  is  the  '  Laokoon ' 
said  to  be  to  the  critic, — a  work  which  did  much  in  its  day, 
but  the  modern  value  of  which  is  chiefly  historical  and 
literary.  This  would  be  true  enough  were  the  function 

•  Reflexions  critiques  sur  la  Poesie  et  la  Peiiiture,  1719. 
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of  criticism  confined  to  those  who  were  duly  qualified  for 
it,  but  in  these  days,  when  criticism  has  become  a  trade 
which  every  journalist  feels  called  upon  to  practise,  it 
is  more  than  ever  important  that  some  of  the  funda- 
mental principles  which  should  guide  it  should  be  enforced. 
The  fact  that  the  leading  idea  of  Lessing's  treatise,  the 
limitation  and  distinctiveness  of  the  spheres  of  art  and 
poetry,  is  continually  ignored  even  in  quarters  where 
special  qualifications  are  looked  for,  is  sufficient  reason 
for  its  reassertion. 

That  many  passages  in  the  treatise  might,  so  far  as 
educational  purposes  are  concerned,  be  advantageously 
modified  or  enlarged  upon,  may  be  taken  for  granted,  but 
such  a  process  would  involve  also  the  omission  of  many 
of  Lessing's  notes  which  have  a  purely  literary  or  anti- 
quarian interest,  and  consequently  obliterate  some  of  its 
most  characteristic  features.  But  inasmuch  as  the  first 
object  of  the  present  publication  is  to  assist  as  far  as 
may  be  in  illustrating  Lessing's  literary  character,  a  con- 
trary plan  has  rather  been  adopted,  and  the  translation, 
which  is  not  a  new  one,  has  been  revised,  with  the  object 
of  making  it  as  accurate  a  representation  of  the  original 
as  possible.  And  of  all  his  works  the  '  Laokoon  '  is  perhaps 
the  one  best  calculated  to  display  the  writer's  character, 
so  far  as  a  single  one  can  do  it,  in  its  various  phases. 
Though  professedly  a  critical  essay  on  an  abstract  subject 
of  speculation,  it  abounds  in  personal  traits,  characteristic 
phraseology,  and  happy  illustration,  displaying  a  mind 
singular  in  the  extent  and  accuracy  of  its  knowledge. 
Whilst  not  avowedly  polemical,  it  exhibits  frequent 
symptoms  of  that  combative  tendency  which  showed 
Lessing  at  his  happiest  when  he  was  tearing  to  shreds 
the  errors  of  some  ill-starred  offender  against  consistency 
or  common  sense-;  whether  his  adversary  were  dead  or 
living  made  little  difference,  for  Lessing's  animus  had 
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no  infusion  of  malice  or  personal  spite.  "  Wide  in  son! 
and  bold  of  tongue  "  as  he  was,  his  simple  object  was  the 
vindication  of  the  cause  of  truth.  His  hatred  of  charla- 
tanism and  his  uncompromising  insistance  on  what  he 
holds  to  be  right  may  be  less  forcibly  illustrated  in  tho 
*  Laokoon '  than  it  is  for  instance  in  some  passages  of  the 
'  Hamburg  Dramaturgy ' ;  but  this  moderation  of  tone 
rather  adorns  than  obscures  those  features  which  have  an 
especial  attraction  for  us.  For  "  it  is  to  Lessing,"  says 
Carlyle,  "  that  an  Englishman  would  turn  with  readiest 

affection As  a   poet,  as   a  critic,  philosopher,  or 

controversialist,  his  style  will  be  found  precisely  such  as 
•we  of  England  are  accustomed  to  admire  most ;  brief, 
nervous,  vivid ;  yet  quiet,  without  glitter  or  antithesis ; 
idiomatic,  pure  without  purism,  transparent,  yet  full  of 
character  and  reflex  hues  of  meaning."6  It  is  to  be  recol- 
lected, too,  that  he  was  one  of  the  earliest  of  continental 
writers  to  appreciate  and  assert  the  value  of  English 
literature,  and  that  in  endeavouring  to  purify  that  of  his 
own  country,  he  did  much  for  the  credit  of  ours. 

Such  intellectual  fellowship  is  strengthened  by  the 
sympathy  that  the  story  of  his  hardly  fought  but  uncom- 
plaining life  cannot  fail  to  excite,  and  must  surely  entitle 
him  to  no  less  esteem  from  us  than  the  vital  services 
which  he  rendered  to  German  literature  have  gained  for 
him  amongst  his  own  countrymen. 


The  translation  of  the  '  Laokoon '  in  this  volume  is  substantially 
that  of  Mr.  E.  C.  Beasley,  formerly  of  Wadham  College,  Oxford, 
published  in  1853,  the  merits  of  which  have  been  generally  acknow- 
ledged. For  this  edition  it  has  been  subjected  to  a  complete  and 
careful  revision  with  the  object  of  making  it  as  accurate  and  literal 
a  representation  of  the  original  as  possible.  A  synopsis  of  its  contents, 
which  it  is  hoped  will  be  found  useful  in  a  careful  study  of  the 
work,  has  also  been  prefixed. 

The  essay  on  "  How  the  ancients  represented  Death,"  which  has 
a  close  connexion  with  a  portion  of  the  '  Laokoon,'  is  translated  by 
Miss  Helen  Zimmern  (author  of  '  Arthur  Schopenhauer ;  his  Life 
and  his  Philosophy,'  and  '  G.  E.  Lessing;  his  Life  and|his  Works'). 
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Librarian,  which  however  it  failed  to  secure  for  him. 


PREFACE   TO   LAOKOOX. 


THE  first  person  who  compared  painting  and  poetry  with 
one  anotlier  was  a  man  of  refined  feeling,  who  became 
aware  of  a  similar  eifect  produced  upon  himself  by  both 
arts.  He  felt  that  both  represent  what  is  absent  as  if  it 
were  present,  and  appearance  as  if  it  were  reality;  that 
both  deceive,  and  that  the  deception  of  both  is  pleasing. 

A  second  observer  sought  to  penetrate  below  the  surface 
of  this  pleasure,  and  discovered  that  in  both  it  flowed 
from  the  same  source.  Beauty,  the  idea  of  which  we 
first  deduce  from  bodily  objects,  possesses  universal  laws, 
applicable  to  more  things  than  one ;  to  actions  and  to 
thoughts  as  well  as  to  forms. 

A  third  reflected  upon  the  value  and  distribution  of 
these  universal  laws,  and  noticed  that  some  are  more  pre- 
dominant in  painting,  others  in  poetry :  that  thus,  in  the 
latter  case,  poetry  will  help  to  explain  and  illustrate 
painting;  in  the  former,  painting  will  do  the  same  for 
poetry. 

The  first  was  the  amateur,  the  second  the  philosopher, 
the  third  the  critic. 

The  two  first  could  not  easily  make  a  wrong  use  of 
either  their  feelings  or  conclusions.  On  the  other  hand, 
the  value  of  the  critic's  observations  mainly  depends  upon 
the  correctness  of  their  application  to  the  individual  case ; 
and  since  for  one  clear-sighted  critic  there  have  always 
been  fifty  ingenious  ones,  it  would  have  been  a  wonder  if 
this  application  had  always  been  applied  with  all  that 
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caution  which  is  required  to  hold   the  balance  equally 
between  the  two  arts. 

If  Apelles  and  Protogenes,  in  their  lost  writings  on 
painting,  affirmed  and  illustrated  its  laws  by  the  pre- 
viously established  rules  of  poetry,  we  may  feel  sure  that 
they  did  it  with  that  moderation  and  accuracy  with 
which  we  now  see,  in  the  works  of  Aristotle,  Cicero, 
Horace,  and  Quintilian,  the  principles  and  experience  of 
painting  applied  to  eloquence  and  poetry.  It  is  the 
privilege  of  the  ancients  never  in  any  matter  to  do  too 
much  or  too  little. 

But  in  many  points  we  moderns  have  imagined  that  we 
have  advanced  far  beyond  them,  because  we  have  changed 
their  narrow  lanes  into  highways,  even  though  the  shorter 
and  safer  highways  contract  into  footpaths  as  they  lead 
through  deserts. 

The  dazzling  antithesis  of  the  Greek  Voltaire,  "  Paint- 
ing is  dumb  poetry,  and  poetry  speaking  painting,"  can 
never  have  been  found  in  any  didactic  work ;  it  was  an 
idea,  amongst  others,  of  Simonides,  and  the  truth  it  con- 
tains is  so  evident  that  we  feel  compelled  to  overlook  the 
indistinctness  and  error  which  accompany  it. 

And  yet  the  ancients  did  not  overlook  them.  They 
confined  the  expression  of  Simonides  to  the  effect  of  either 
art,  but  at  the  same  time  forgot  not  to  inculcate  that, 
notwithstanding  the  complete  similarity  of  this  effect, 
the  two  were  different,  both  in  the  objects  which  they 
imitated  and  in  their  mode  of  imitation  (vAg  nal  Tporrois 
/ii/ir/crecos). 

But,  just  as  though  no  such  difference  existed,  many 
recent  critics  have  drawn  from  this  harmony  of  poetry 
and  painting  the  most  ill-digested  conclusions.  At  one 
time  they  compress  poetry  into  the  narrower  limits  of 
painting;  at  another  they  allow  painting  to  occupy  the 
\rhole  wide  sphere  of  poetry.  Everything,  say  they, 
that  the  one  is  entitled  to  should  be  conceded  to  the 
other;  everything  that  pleases  or  displeases  in  the  one 
is  necessarily  pleasing  or  displeasing  in  the  other.  Full 
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of  tliis  idea,  they  give  utterance  in  the  most  confi- 
dent tone  to  the  most  shallow  decisions ;  when,  criticiz- 
ing the  works  of  a  poet  and  painter  upon  the  same 
subject,  they  set  down  as  faults  any  divergences  they 
may  observe,  laying  the  blame  upon  the  one  or  other 
accordingly  as  they  may  have  more  taste  for  poetry  or 
for  painting. 

Indeed,  this  false  criticism  has  misled  in  some  degree 
the  professors  of  art.  It  has  produced  the  love  of  descrip- 
tion in  poetry,  and  of  allegory  in  painting:  while  the 
critics  strove  to  reduce  poetry  to  a  speaking  paintingr 
without  properly  knowing  what  it  could  and  ought  to 
paint;  and  painting  to  a  dumb  poem,  without  having 
considered  in  what  degree  it  could  express  general  ideas, 
without  alienating  itself  from  its  destiny,  and  degenerating 
into  an  arbitrary  method  of  writing. 

The  counteraction  of  this  false  taste  and  these  ground- 
less judgments  is  the  principal  aim  of  the  following 
essay. 

It  originated  casually,  and  has  grown  up  rather  in  con- 
sequence of  my  reading  than  through  the  systematic 
development  of  general  principles.  It  is  accordingly 
rather  to  be  regarded  as  unarranged  collectanea  for  a  book 
than  as  a  book  itself. 

Still  I  flatter  myself  that  even  as  such  it  will  not  be- 
altogether  deserving  of  contempt.  We  Germans  have  in. 
general  no  want  of  systematic  books.  At  deducing  every- 
thing we  wish,  in  the  most  beautiful  order,  from  a  few- 
adopted  explanations  of  words,  we  are  the  most  complete- 
adepts  of  any  nation  in  the  world. 

Baumgarten  acknowledged  that  he  was  indebted  to« 
Gesner's  Dictionary  for  a  great  part  of  the  examples  in. 
his  work  on  Esthetic.  If  my  reasoning  is  not  so  cogent, 
as  Baumgarten's,  my  illustrations  will  at  least  taste  morer 
freshly  of  the  well-spring. 

Since  1  have,  as  it  were,  set  out  from  the  Laokoon,  and 
several  times  return  to  it,  I  have  wished  to  give  it  a  share 
also  in  the  title.  Other  short  digressions  on  different 
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points  in  the  history  of  ancient  art  contribute  less  to  my 
end,  and  only  stand  where  they  do  because  I  can  never 
hope  to  find  a  more  suitable  place  for  them. 

Calling  to  mind,  as  I  do,  that  under  the  term  Painting 
I  comprehend  the  plastic  arts  generally,  I  give  no  pledge 
that  under  the  name  of  Poetry  I  may  not  take  a  glance 
at  those  other  art*  in  which  the  method  of  imitation  is 
progressive. 


L  AO-KO  ON. 


CHAPTER  I. 

II ERR  WIXCKELMANTN  has  pronounced  a  noble  simplicity  anil 
quiet  grandeur,  displayed  in  the  posture  no  less  than  in  the 
expression,  to  be  the  characteristic  features  common  to  all 
the  Greek  masterpieces  of  Painting  and  Sculpture.  "  As." 
says  he,1  "  the  depths  of  the  sea  always  remain  calm, 
however  much  the  surface  may  be  raging,  so  the  expres- 
sion in  the  figures  of  the  Greeks,  under  every  form  of 
passion,  shows  a  great  and  self-collected  soul. 

"  This  spirit  is  portrayed  in  the  countenance  of 
Laokoon,  and  not  in  the  countenance  alone,  under  the 
most  violent  suffering;  the  pain  discovers  itself  in  every 
muscle  and  sinew  of  his  body,  and  the  beholder,  whilst 
looking  at  the  agonized  contraction  of  the  abdomen, 
without  viewing  the  face  and  the  other  parts,  believes 
that  he  almost  feels  the  pain  himself.  This  pain  expresses 
itself,  however,  without  any  violence,  both  in  the  features- 
and  in  the  whole  posture.  He  raises  no  terrible  shriek, 
such  as  Virgil  makes  his  Laokoon  utter,  for  the  opening; 
of  the  mouth  does  not  admit  it ;  it  is  rather  an  anxious 
and  suppressed  sigh,  as  described  by  Sadoleto.  The  pain 
of  body  and  grandeur  of  soul  are,  as  it  were,  weighed  out, 
and  distributed  with  equal  strength,  through  the  whole 
frame  of  the  figure.  Laokoon  suffers,  but  he  suffers  as  the 
Philoktetes  of  Sophokles ;  his  misery  pierces  us  to  the  very 
soul,  but  inspires  us  with  a  wish  that  we  could  endure, 
misery  like  that  great  man. 

"  The  expressing  of  so  great  a  soul  is  far  higher  than 

1  On  the  Imitation  of  Greek  Works  in  Painting  and  Sculpture, 
pp.  21,  22. 
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the  painting  of  beautiful  nature.  The  artist  must  have 
felt  within  himself  that  strength  of  spirit  which  he 
imprinted  upon  his  marble.  Greece  had  philosophers  and 
artists  in  one  person,  and  more  than  one  Metrodorus.2 
Philosophy  gave  her  hand  to  art,  and  breathed  into  its 
figures  more  than  ordinary  souls." 

The  observation  on  which  the  foregoing  remarks  are 
founded,  "  that  the  pain  in  the  face  of  Laokoon  does  not 
show  itself  with  that  force  which  its  intensity  would  have 
led  us  to  expect,"  is  perfectly  correct.  Moreover,  it  is 
indisputable  that  it  is  in  this  very  point  where  the  half- 
connoissexir  would  have  decided  that  the  artist  had  fallen 
short  of  Nature,  and  had  not  reached  the  true  pathos  of 
pain,  that  his  wisdom  is  particularly  conspicuous. 

But  I  confess  I  differ  from  Winckelmann  as  to  what  is 
in  his  opinion  the  basis  of  this  wisdom,  and  as  to  the  uni- 
ver^ality  of  the  rule  which  he  deduces  from  it. 

I  acknowledge  that  I  was  startled,  first  by  the  glance 
of  disapproval  which  he  casts  upon  Virgil,  and  secondly 
by  the  comparison  with  Philoktetes.  From  this  point 
then  I  shall  set  out,  and  write  down  my  thoughts  as  they 
were  developed  in  me. 

"  Laokoon  suffers  as  Sophokles'  Fhiloktetes."  But  how 
does  the  latter  suffer?  It  is  curious  that  his  sufferings 
should  leave  such  a  different  impression  behind  them. 
The  cries,  the  shrieking,  the  wild  imprecations,  with 
which  he  filled  the  camp,  and  interrupted  all  the  sacrifices 
and  holy  rites,  resound  no  less  horribly  through  his  desert 
island,  and  were  the  cause  of  his  being  banished  to  it. 
The  same  sounds  of  despondency,  sorrow,  and  despair  fill 
the  theatre  in  the  poet's  imitation.  It  has  been  observed 
that  the  third  act  of  this  piece  is  shorter  than  the  others : 
from  this  it  may  be  gathered,  say  the  critics,3  that  the 
ancients  took  little  pains  to  preserve  a  uniformity  of 
length  in  the  different  acts.  I  quite  agree  with  them, 
but  I  should  rather  ground  my  opinion  upon  another 
example  than  this.  The  sorrowful  exclamations,  the 
meanings,  the  interrupted  a,  a !  <£«; !  aT-raral !  <J>  pot  p.oi  \ 
the  whole  lines  full  of  irdira  ird-ira  \  of  which  this  act  con- 

1  Pliniua,  xxxv.  40. 

•  Brumoy,  Theatre  des  Grcca,  i  ii.  p.  89. 
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gists,  must  have  been  pronounced  with  tensions  ancl 
breakings  off  altogether  different  from  those  required  in  a 
continuous  speech,  and  doubtless  made  this  act  last  quite 
as  long  in  the  representation  as  the  others.  It  appears 
much  shorter  to  the  reader,  when  seen  on  paper,  than  it 
must  have  done  to  the  audience  in  a  theatre. 

A  cry  is  the  natural  expression  of  bodily  pain.  Homer's 
wounded  heroes  frequently  fall  with  cries  to  the  ground. 
He  makes  Venus,  when  merely  scratched,  shriek  aloud  ;* 
not  that  he  may  thereby  paint  the  effeminacy  of  the 
goddess  of  pleasure,  but  rather  that  he  may  give  suffering 
Nature  her  due ;  for  even  the  iron  Mars,  when  he  feels  the 
lance  of  Diomedes,  shrieks  so  horribly  that  his  cries  are 
like  those  of  ten  thousand  furious  warriors,  and  fill  both 
armies  with  horror.5  Though  Homer,  in  other  respects, 
raises  his  heroes  above  human  nature,  they  always  remain 
faithful  to  it  in  matters  connected  with  the  feeling  of  pain 
and  insult,  or  its  expression  through  cries,  tears,  or 
reproaches.  In  their  actions  they  are  beings  of  a  higher 
order,  in  their  feelings  true  men. 

I  know  that  we  more  refined  Europeans,  of  a  wiser  and 
later  age,  know  how  to  keep  our  mouths  and  eyes  under 
closer  restraint.  We  are  forbidden  by  courtesy  and  pro- 
priety to  cry  and  weep ;  and  with  us  the  active  bravery 
of  the  first  rough  age  of  the  world  has  been  changed  into 
a  passive.  Yet  even  our  own  ancestors,  though  bar- 
barians, were  greater  in  the  latter  than  in  the  former. 
To  suppress  all  pain,  to  meet  the  stroke  of  death  with 
unflinching  eye,  to  die  laughing  under  the  bites  of  adders, 
to  lament  neither  their  sins  nor  the  loss  of  their  dearest 
friends :  these  were  the  characteristics  of  the  old  heroic 
courage  of  the  north.6  1'alnatoki  forbade  his  Joms- 
burgers  either  to  fear  or  so  much  as  to  mention  the 
name  of  fear. 

Kot  so  the  Greek.  He  felt  and  feared.  He  gave  utter- 
ance to  his  pain  and  sorrow.  He  was  ashamed  of  no 
human  weaknesses ;  c  nly  none  of  them  must  hold  him 

4  Iliad,  v.  343,  'H  S«  /j-eja  ldxovaa~.  b  Iliad,  v.  859. 

'  Th.  Bartholinus,  de  causis  eontemptse  a  Danis  adhuc  gentilibus^ 
cap.  I.  [For  Palnatoki,  the  famous  sea-rover  of  the  10th  centurys 
v.  Mallet's  Northern  Antiq.  (B.,iai  ed.  p.  139).— ED.] 
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• 

back  from  the  path  of  honour,  or  impede  him  in  the  ful- 
filment of  his  duty.  What  in  the  barbarian  sprang  from 
habit  and  ferocity  arose  from  principle  in  the  Greek. 
With  him  heroism  was  as  the  spark  concealed  in  flint, 
which,  so  long  as  no  external  force  awakens  it,  sleeps  in 
quiet,  nor  robs  the  stone  either  of  its  clearness  or  its  cold- 
ness. With  the  barbarian  it  was  a  bright  consuming 
6ame,  which  was  ever  roaring,  and  devoured,  or  at  least 
blackened,  every  other  good  quality.  Thus  when  Homer 
makes  the  Trojans  march  to  the  combat  with  wild  cries, 
the  Greeks,  on  the  contrary,  in  resolute  silence,  the  critics 
justly  observe  that  the  poet  intended  to  depict  the  one  as 
barbarians,  the  other  as  a  civilized  people.  I  wonder  that 
they  have  not  remarked  a  similar  contrast  of  character  in 
another  passage.7  The  hostile  armies  have  made  a  truce ; 
they  are  busied  with  burning  their  dead  ;  and  these  rites 
are  accompanied  on  both  sides  with  the  warm  flow  of 
tears  (&a.Kpva  Of.pp.a.  x*ovr*'*)-  But  Priam  forbids  the 
Trojans  to  weep  (ouS'  eia  xXaUiv  UpCafJiOg  /xeyas).  He 
forbade  them  to  weep,  says  Dacier,  because  he  feared  the 
effect  would  be  too  softening,  and  that  on  the  morrow 
they  would  go  with  less  courage  to  the  battle.  True ! 
But  why,  I  ask,  should  Priam  only  fear  this  result?  Why 
does  not  Agamemnon  also  lay  the  same  prohibition  on 
the  Greeks  ?  The  poet  has  a  deeper  meaning  ;  he  wishes 
to  teach  us  that  the  civilized  Greek  could  be  brave  at 
the  same  time  that  he  wept,  while  in  the  uncivilized 
Trojan  all  human  feelings  were  to  be  previously  stifled. 
Ne/x,ecrcr(0;u.ai  ye.  p.ev  oiSev  K\aUt.v,  is  the  remark  which, 
elsewhere,8  Homer  puts  in  the  mouth  of  the  intelligent 
eon  of  Nestor. 

It  is  worth  observing  that  among  the  few  tragedies 
which  have  come  down  to  vis  from  antiquity,  two  are 
found  in  which  bodily  pain  constitutes  not  the  lightest 
part  of  the  misfortune  which  befalls  the  suffering  heroes 
— the  Philoktetes  and  the  dying  Hercxiles.  Sophokles 
paints  the  last  also,  as  moaning  and  shrieking,  weeping 
and  crying.  Thanks  to  our  polite  neighbours,  those 
masters  of  propriety,  no  such  ridiculous  and  intolerable 

'  Iliad,  vii.  421.  •  Oilyas.  ;v.  195. 


LAOKOON.  11 

characters  as  a  moaning  Philoktetes  or  a  shrieking  Her 
cules  will  ever  again  appear  upon  the  stage.  One  ol 
their  latest  poets9  has  indeed  ventured  upon  a  Philoktetes, 
but  would  he  have  dared  to  exhibit  the  true  one  ? 

Even  a  Laokoon  is  found  among  the  lost  plays  of 
Sophokles.  Would  that  Fate  had  spared  it  to  us  !  The 
slight  mention  which  some  old  grammarians  have  made 
of  it  affords  us  no  ground  for  concluding  how  the  poet  had 
handled  his  subject ;  but  of  this  I  feel  certain,  that 
Laokoon  would  not  have  been  drawn  more  stoically  than 
Philoktetes  and  Hercules.  All  stoicism  is  undramatical ; 
and  our  sympathy  is  always  proportioned  to  the  suffering 
expressed  by  the  object  which  interests  us.  It  is  true,  if 
we  see  him  bear  his  misery  with  a  great  soul,  this  gran- 
deur of  soul  excites  our  admiration  ;  but  admiration  is  only 
a  cold  emotion,  and  its  inactive  astonishment  excludes 
every  warmer  passion  as  well  as  every  distinct  idea. 

I  now  come  to  my  inference ;  if  it  be  true  that  a  cry 
at  the  sensation  of  bodily  pain,  particularly  according  to 
the  old  Greek  way  of  thinking,  is  quite  compatible  with 
greatness  of  soul,  it  cannot  have  been  for  the  sake  of 
expressing  such  greatness  that  the  artist  avoided  imitating 
this  shriek  in  marble.  Another  reason  therefore  must  be 
found  for  his  here  deviating  from  his  rival,  the  poet,  who 
expresses  it  with  the  highest  purpose. 


CHAPTER  II. 

BE  it  fable  or  history  that  Love  made  the  first  essay  in 
the  plastic  arts,  it  is  certain  that  it  never  wearied  of 
guiding  the  hands  of  the  great  masters  of  old.  Painting, 
as  now  carried  out  in  its  whole  compass,  may  be  defined 
generally  as  the  art  of  imitating  figures  on  a  flat  sur- 
face ;  but  the  wise  Greek  allotted  it  far  narrower  limits, 
and  confined  it  to  the  imitation  of  beautiful  figures  only ; 
his  artist  painted  nothing  but  the  beautiful.  Even  the 
commonly  beautiful,  the  beautiful  of  a  lower  order,  was 

'  Chateaubrun. 
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only  his  accidental  subject,  his  exercise,  his  relaxation 
It  was  the  perfection  of  the  object  itself  that  was  to  make 
his  work  exquisite ;  and  he  was  too  great  to  ask  beholders 
to  be  satisfied  with  the  mere  cold  pleasure  which  arises 
from  a  striking  resemblance,  or  the  consideration  of  his 
ability.  In  his  art  nothing  was  dearer,  nothing  seemed 
nobler  to  him  than  its  proper  end. 

"  Who  would  paint  you  when  nobody  will  look  at 
you  ? "  asks  an  old  epigrammatist l  of  an  exceedingly 
deformed  man.  Many  modern  artists  would  say,  "  How- 
ever misshapen  you  are,  I  will  paint  you ;  and  although 
no  one  could  look  at  you  with  pleasure,  they  will  look 
•with  pleasure  at  my  picture ;  not  because  it  is  your  like- 
ness, but  because  it  will  be  an  evidence  of  my  skill  in 
knowing  how  to  delineate  such  a  horror  so  faithfully." 

It  is  true  the  propensity  to  this  wanton  boasting, 
united  to  fair  abilities,  not  ennobled  by  exalted  subjects, 
is  too  natural  for  even  the  Greeks  not  to  have  had  their 
Pauson  and  their  Pyricus.  They  had  them,  but  they 
rendered  them  strict  justice.  Pauson,  who  kept  below 
the  beautiful  of  common  nature,  whose  low  taste  loved  to 
portray  all  that  is  faulty  and  ugly  in  the  human  form,2 

1  Antiochus  (Antholog.  lib.  ii.  cap.   4).     Hardouin,   in  his  com- 
mentary on  Pliny  (lib.  xxxv.  sect.  36)  attributes  this  epigram  to  a  cer- 
tain Piso;  but  no  such  name  is  to  be  found  in  the  catalogue  of  Greek 
epigrammatists. 

2  It  is  for  this  reason  that  Aristotle  forbids  his  pictures  to  be  shown 
to  young  people,  viz.  that  their  imaginations  may  be  preserved  from 
any  acquaintance  with  ugly  forms  (Polit.  lib.  viii.  cap.  5).     Boden 
proposes  to  read  Puusanias,  instead  of  Pauson,  in  this  passage,  because 
he  is  well  known  to  have  painted  licentious  pictures  (Deumbrapoetica, 
Comment,  i.  13),  as  though  a  philosophical  lawgiver  were  required  to 
teach  us  that  such  voluptuous  allurements  were  to  be  kept  out  of  the 
reach  of  young  people.  Had  he  but  referred  to  the  well-known  passage  in 
the  Poetics  (cap.  ii.),  he  would  never  have  put  forward  his  hypothesis. 
Some  commentators  (e.g.  Kiihn  on  ^Elian.  Var.  Hist.  lib.  iv.  cap.  3) 
maintain  that  the  distinction  which  Aristotle  there  draws  between  Poly- 
gnotus,    Dionysius,    and    Pauson    consisted    in    Polygnotus    having 
j>ainted  gods  and  heroes,  while  Dionysius  painted  men,  and  Pauson 
Leasts.    They  all,  however,  painted  the  human  figure ;  and  Pauson's 
once  having  painted  a  horse  docs  not  prove  that  he  was  an  animal 

K inter,  as  Boden  supposes  him  to  have  been.    Their  rank  was  decided 
the  degrees  of  beauty  with  which  they  endowed  their  human  Conns. 
liioiiysius  could  paint  nothing  but  men,  and  was  called,  par  excellence,  a* 
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lived  in  the  most  contemptible  poverty.3  And  Pyricus, 
who  painted  barbers'  rooms,  dirty  workshops,  apes,  and 
kitchen  herbs,  with  all  the  industry  of  a  Dutch  artist  (as 
though  things  of  that  kind  possessed  such  charm  in. 
nature,  or  could  so  rarely  be  seen),  acquired  the  surname 
of  Ehyparographer,4  or  "  Dirt-Painter !  "  although  the 
luxurious  rich  man  paid  for  his  works  with  their  weight 
in  gold,  as  if  to  assist  their  intrinsic  worthlessness  by  this 
imaginary  value. 

The  state  itself  did  not  deem  it  beneath  its  dignity  to 
confine  the  artist  within  his  proper  sphere  by  an  exercise 
of  its  power.  The  law  of  the  Thebans  recommending 
him  to  use  imitation  as  a  means  of  arriving  at  ideal 
beauty ;  aud  prohibiting,  on  pain  of  punishment,  its  use 
for  the  attainment  of  ideal  ugliness,  is  well  known.  This 
was  no  law  against  bunglers,  as  most  writers,  and  among 
them  even  Junius,5  have  supposed.  It  was  in  condemna- 
tion of  the  Greek  Ghezzi,  of  that  unworthy  device  which 
enables  an  artist  to  obtain  a  likeness  by  the  exaggeration 
of  the  uglier  parts  of  his  original,  i.e.  by  caricature. 

From  the  self-same  spirit  of  the  beautiful  sprang  the 
following  regulation  of  the  Olympic  judges  (eAAai/oSix0")- 
Every  winner  obtained  a  statue,  but  only  to  him  who  had 
been  thrice  a  conqueror  was  a  portrait  statue  (ayoX/xo 
ciVwvtKoV)  erected.6  Too  many  indifferent  portraits  were 
not  allowed  to  find  a  place  among  the  productions  of  art ; 
for  although  a  portrait  admits  of  the  ideal,  this  last  must 
be  subordinate  to  the  likeness ;  it  is  the  ideal  of  an  indi- 
vidual man,  and  not  the  ideal  of  man  in  the  abstract. 

We  laugh  when  we  hear  that  among  the  ancients  even 
the  arts  were  subjected  to  municipal  laws,  but  we  are  not 
always  in  the  right  when  we  laugh.  Unquestionably  law 
must  not  assume  the  power  of  laying  any  constraint  on 
knowledge ;  for  the  aim  of  knowledge  is  truth ;  truth  is 


it  were,  the  "  Anthropographus,"  or  "Man-painter,"  because  lie  copied 
nature  too   slavishly,  and  was  unable  to   rise  to  that  ideal  below 
which  it  would  have  been  sacrilege  to  have  painted  gods  and  heroes. 
1  Aristophanes  Plut.  602,  Acharnenses,  854. 

•  Plinius,  xxxv.  37.    [But  note  the  better  readings  Rhopographut 
(painter  of  vulgar  subjects)  and  Pirxicut  for  Pyricus. — ED.] 

*  De  Pictura  vet.  lib.  II.  cap.  iv.  *  Plinius,  xxxiv.  9 
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necessary  to  the  soul,  and  it  becomes  tyranny  to  do  it  the 
smallest  violence  in  the  gratification  of  this  essential 
need.  The  aim  of  art,  on  the  contrary,  is  pleasure,  which 
is  not  indispensable ;  and  it  may  therefore  depend  upon 
the  lawgiver  to  decide  what  kind  of  pleasure,  and  what 
degree  of  every  kind,  he  would  allow. 

The  plastic  arts  especially,  besides  the  infallible  influ- 
ence which  they  exercise  upon  the  national  character,  are 
capable  of  an  effect  which  demands  the  closest  inspection  of 
the  law.  As  beautiful  men  produced  beautiful  statues,  so 
the  latter  reacted  upon  the  former,  and  the  state  became 
indebted  to  beautiful  statues  for  beautiful  men.  But  with 
us  the  tender  imaginative  power  of  the  mother  is  supposed 
to  show  itself  only  in  the  production  of  monsters. 

In  this  point  of  view  I  think  I  can  detect  some  truth  in 
certain  stories,  which  are  generally  rejected  as  pure 
inventions.  The  mothers  of  Aristomenes,  Aristodamas, 
Alexander  the  Great,  Scipio,  Augustus,  and  Galerius,  all 
dreamed,  while  pregnant,  that  they  had  intercourse  with 
a  serpent.  The  serpent  was  a  token  of  divinity,"  and  the 
beautiful  statues  and  paintings  of  Bacchus,  Apollo,  Mer- 
cury, or  Hercules  were  seldom  without  one.  These 
honourable  wives  had  by  day  feasted  their  eyes  upon  the 
god,  and  the  confusing  dream  recalled  the  reptile's  form. 
Thus  I  at  the  same  time  maintain  the  dream  and  dispose 
of  the  interpretation,  which  the  pride  of  their  sons  and  the 
shamelessness  of  the  flatterer  put  upon  it :  for  there  must 
have  been  a  reason  why  the  adulterous  phantasy  should 
always  have  been  a  serpent. 

But  I  am  digressing;  all  I  want  to  establish  is,  that 
among  the  ancients  beauty  was  the  highest  law  of  the 
plastic  arts.  And  this,  once  proved,  it  is  a  necessary  con- 
sequence that  everything  else  over  which  their  range 
could  be  at  the  same  time  extended,  if  incompatible  with 
beauty,  gave  way  entirely  to  it;  if  compatible,  was  at 

*  It  is  an  error  to  suppose  that  the  serpent  was  exclusively  the  sym- 
bol of  a  healing  deity.  Justin  Martyr  (Apolog.  ii.  p.  55,  "Edit.  Syl- 
burgh)  Bays  expressly  :  irapa  ncarl  raiv  vofju&ufvuv  Trap'  vfuv  6f&v,  6<t>is 
ffv^oKov  fitya  Kal  fnvffrripiov  avaypd<perai :  and  it  would  be  easy  to 
quote  a  whole  series  of  monuments  -where  the  serpent  accompanies 
deities  who  had  no  connexion  whatever  with  the  healing  art. 
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least  subordinate.  I  will  abide  by  iny  expression.  There 
are  passions,  and  degrees  of  passion,  which  are  expressed 
by  the  ugliest  possible  contortions  of  countenance,  and 
throw  the  whole  body  into  such  a  forced  position  that  all 
the  beautiful  lines  which  cover  its  surface  in  a  quiet 
attitude  are  lost.  From  all  such  emotions  the  ancient 
masters  either  abstained  entirely,  or  reduced  them  to  that 
lower  degree  in  which  they  are  capable  of  a  certain 
measure  of  beauty. 

Rage  and  despair  disgraced  none  of  their  productions ; 
I  dare  maintain  that  they  have  never  painted  a  Fury.8 

•  Though  we  were  to  review  all  the  works  of  art  mentioned  by 
Pliny,  Pausaniae,  and  others,  or  search  among  the  ancient  statues,  bas- 
reliefs,  and  paintings  still  extant,  we  should  nowhere  find  a  fury.  I 
except  such  figures  as  belong  to  the  language  of  symbols,  rather  than 
to  art,  and  are  principally  to  be  found  upon  coins.  Meantime 
Speuce,  since  he  was  determined  to  discover  furies,  would  do  much 
better  to  borrow  them  from  the  coins  (Seguini  Numis.  p.  178.  Span- 
hem,  de  Prsest.  Numism.  Dissert,  xiii.  p.  639.  Les  Ce'sars  de  Julien,  par 
Spanheim,  p.  48)  than  he  has  done  in  introducing  them  by  an  ingenious 
idea  into  a  work  in  which  there  is  certainly  no  trace  of  them.  He 
says  in  his  Polymetis  (Dial.  xvi.  p.  272)  :  "  Though  furies  are  very  un- 
common in  the  works  of  the  ancient  artists,  yet  there  is  one  story  in 
which  they  are  generally  introduced  by  them.  I  mean  the  death  of  Mele- 
ager ;  in  the  relievos  of  which  they  are  often  represented  as  encouraging 
or  urging  Althtea  to  burn  the  fatal  brand  on  which  the  life  of  her 
only  son  depended.  Even  a  woman's  resentment,  you  see,  could  not 
go  so  far  without  a  little  help  of  the  devil.  In  a  copy  of  one  of  these 
relievos,  published  by  Bellori  in  the  Admiranda,  there  are  two  women 
standing  by  the  altar  with  Althaea,  who  are  probably  meant  for  furies 
in  the  original  (for  who  but  furies  would  assist  at  such  a  sacrifice  ?). 
That  they  are  scarce  horrid  enough  for  that  character  is  doubtless  the 
fault  of  the  copy,  but  what  is  most  to  be  observed  in  that  piece  is  a  round 
medallion  below,  about  the  midst  of  it,  with  the  evident  head  of  a  fury 
upon  it.  This  might  be  what  Althaea  addressed  her  prayers  to  whenever 
she  was  going  to  do  any  very  evil  action,  and  on  this  occasion  in  parti- 
cular had  every  reason,  therefore,"  &c.  By  such  tortuous  logic  as  this 
anything  might  be  proved.  Who  else  but  the  furies,  asks  Sptnce, 
would  have  been  present  at  such  an  action  ?  I  answer,  the  maid-ser- 
vants of  Althaea,  who  had  to  light  and  keep  up  the  fire.  Ovid  saya 
(Metamorph.  viii.  460) : — 

"  Protulit  hunc  (stipitem)  genetrix,  tsedasque  in  fragmina  poni 
Iniperat,  et  positis  inimicos  admovet  ignes." 

Both  persons,  in  fact,  have  in  their  hands  such  "  toedas."  or  long  pieces 
of  resinous  fir  as  the  ancients  used  for  torches,  and  one  of  them  lias 
just  broken  one  of  these  pieces  of  fir,  as  her  attitude  proves.  I  am  just 
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Indignation  was  softened  down  to  seriousness.  In 
poetry  it  was  the  indignant  Jupiter  who  hurled  the  light- 
ning, in  art  it  was  only  the  serious.  Grief  was  lessened 
into  mournfulness ;  and  where  this  softening  could  find 
no  place,  where  mere  grief  would  have  been  as  lowering 
as  disfiguring,  what  did  Timanthes  ?  His  painting  of  the 
sacrifice  of  Iphigeneia  is  known,  in  which  he  has  imparted 
to  all  the  bystanders  that  peculiar  degree  of  sorrow  which 
becomes  them,  but  has  concealed  the  face  of  the  father, 
which  should  have  shown  the  most  profound  of  all.  On 
this  many  clever  criticisms  have  been  passed.  He  had, 
says  one,9  so  exhausted  his  powers  in  the  sorrowful  faces 
of  the  bystanders  that  he  despaired  of  being  able  to  give 
a  more  sorrowful  one  to  the  father.  By  so  doing  he  con- 
fessed, says  another,  that  the  pain  of  a  father  under  such 
circumstances  is  beyond  all  expression.10  For  my  part,  I 
see  no  incapacity  of  either  artist  or  art  in  it.  With  the 
degree  of  passion  the  corresponding  lines  of  countenance 

as  far  from  recognizing  a  fury  on  the  disc  near  the  middle  of  the  woik. 
It  is  a  face  which  expresses  violent  pain,  and  without  doubt  is  meant 
to  be  the  head  of  Meleager  himself.  (Metamorph.  Tiii.  515.) 

"  Inscius  atque  absens  flamma  Meleagros  in  ilia 
Uritur ;  et  csecis  torreri  viscera  sentit 
Ignibug :  et  mngnoe  superat  virtute  dolores." 

The  artist  used  it  as  a  means  of  transition  into  the  subsequent  scene 
of  the  same  story,  which  directly  after  exhibits  Meleager  as  dying. 
The  figures  which  Ppence  considers  furies,  Montfaucon  takes  to  bo 
Parcse  (Antiq.  Exp.  vol.  i.  -p.  162),  except  the  head  upon  the  disc,  which 
he  also  decides  to  be  a  fury.  Even  Bellori  (Admiranda,  tab.  77)  leaves 
it  undecided  whether  they  are  parca?  or  furies — an  "  or,"  which  is 
sufficient  evidence  that  they  are  neither  the  one  nor  the  other.  The 
rest  of  Montfaucon's  explanation  is  also  deficient  in  accuracy.  The 
female  figure  who  is  leaning  upon  her  elbows  against  the  bed  should 
have  been  called  Kassandra,  and  not  Atalanta.  Atalanta  is  the  one 
who  is  sitting  in  a  mournful  attitude  with  her  back  turned  towards  the 
bed.  The  artist  has  shown  great  intelligence  in  separating  her  from 
the  family,  inasmuch  as  she  was  only  the  mistress  and  not  the  wife  of 
Meleager,  and  her  sorrow  therefore  at  a  misfortune  of  which  she  lia'l 
been  the  innocent  cause  could  only  have  exasperated  his  relations. 

'  Plinius,  xxxv.  35 :  "  Cum  masstos  pinxisset  omnes,  prsecipue  pa- 
truum,  et  tristitise  omnem  imaginem  consumpsisset,  patris  ipsius  vultuiu 
relavit,  quern  digne  non  poterat  ostendere." 

M  "  Summi  mseroris  acerbitatem  arte  exprimi  non  posse  confessua  esL*1 
—Yak-rim  Maximus,  viii.  11. 
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are  also  strengthened ;  in  the  highest  degree  they  are 
most  decided,  and  nothing  in  art  is  easier  than  their 
expression.  But  Timanthes  knew  the  limits  within 
which  the  Graces  had  confined  his  art.  He  knew  that  the 
grief  which  became  Agamemnon,  as  a  father,  must  have 
been  expressed  by  contortions,  at  all  times  ugly ;  but  so 
far  as  dignity  and  beauty  could  be  combined  with  the 
expression  of  such  a  feeling,  so  far  he  pushed  it.  True, 
he  would  fain  have  passed  over  the  ugly,  fain  have 
softened  it ;  but  since  his  piece  did  not  admit  either  of  it» 
omission  or  diminution,  what  was  left  him  but  its  conceal- 
ment? He  left  to  conjecture  what  he  might  not  paint. 
In  short,  this  concealment  is  a  sacrifice  which  the  artist 
made  to  beauty,  and  is  an  instance,  not  how  expression 
may  exceed  the  capacity  of  art,  but  how  it  should  be 
subjected  to  art's  first  law,  the  law  of  beauty. 

And  now,  if  we  apply  this  to  the  Laokoon,  the  principle 
for  which  I  am  searching  is  clear.  The  master  aimed  at  the 
highest  beauty  compatible  with  the  adopted  circumstances 
of  bodily  pain.  The  latter,  in  all  its  disfiguring  violence-, 
could  not  be  combined  with  the  former ;  therefore  he  must 
reduce  it ;  he  must  soften  shrieks  into  sighs,  not  because 
a  shriek  would  have  betrayed  an  ignoble  soul,  but  because 
it  would  have  produced  a  hideous  contortion  of  the  counte- 
nance. For  only  imagine  the  mouth  of  Laokoon  to  be 
forced  open,  and  then  judge !  Let  him  shriek,  and  look  at 
him !  It  was  a  form  which  inspired  compassion,  for  it  dis- 
played beauty  and  pain  at  once.  It  has  become  an  ugly 
and  horrible  shape  from  which  we  gladly  avert  our  eyes  ; 
for  the  sight  of  pain  excites  annoyance,  unless  the  beauty 
of  the  suffering  object  change  that  annoyance  into  the 
sweet  emotion  of  pity. 

The  mere  wide  opening  of  the  mouth,  setting  aside  the 
forced  and  disagreeable  manner  in  which  the  other  parts 
of  the  face  are  displaced  and  distorted  by  it,  is  in  painting; 
a  spot,  and  in  sculpture  a  cavity  ;  both  which  produce  the- 
worst  possible  eifect.  Montfaucon  displayed  little  taste 
when  he  pronounced  an  old  bearded  head  with  a  gaping 
mouth  to  be  a  bust  of  Jupiter,  uttering  oracles.11  Is  a  god 

11  Antiquit.  Expl.  voL  L  p.  50. 
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obliged  to  shout  when  he  divulges  the  future?  Would  a 
pleasing  outline  of  the  mouth  have  cast  suspicion  on  his 
utterance  ?  Neither  do  I  believe  Valerius  when  he  says, 
cnerely  from  memory,  that  in  that  picture  of  Timanthes, 
Ajax  was  represented  as  shrieking.12  Even  far  worse 
masters,  in  a  period  when  art  was  already  degenerate,  did 
«iot  think  of  allowing  the  wildest  barbarians,  when  filled 
with  affright,  and  the  terrors  of  death  beneath  the  victor's 
sword,  to  open  their  mouths  and  shriek.13 

It  is  certain  that  this  softening  down  of  extreme  bodily 
pain  to  a  lower  degree  of  feeling  is  perceptible  in  several 
productions  of  ancient  art.  The  suffering  Hercules  in  the 
poisoned  garment,  the  work  of  an  unknown  old  master, 
was  not  the  Hercules  of  Sophokles,  whose  shrieks  are  so 
horrible  that  the  rocks  of  Lokris  and  headlands  of  Euboia 
resound  therewith.  He  was  gloomy  rather  than  wild.14 
The  Philoktetes  of  Pythagoras  Leontinus  appeared  to 
impart  his  pain  to  the  beholder,  yet  this  effect  would  have 
been  destroyed  by  the  least  ugliness  of  feature.  I  may  be 
asked  how  I  know  that  this  master  executed  a  statue  of 
Philoktetes  ?  From  a  passage  in  Pliny,  so  manifestly 
either  interpolated  or  mutilated  that  it  ought  not  to  have 
awaited  my  amendment.15 

12  H«  thus  specifies  the  degrees  of  sorrow  actually  expressed  by 
Tiraanthes :    "  Calclumtem    tristem,   maestum   Ulyssem,   clamantem 
Ajacem,  lamentantem  Menelaum."     The  shrieking  Ajax  could  not 
but  have  been  aa  ugly  figure;  and  since  neither  Cicero  nor  Quintilion 
mention  it  ia  their  descriptions  of  this  painting,  I  am  the  more  inclined 
to  believe  it  an  addition  by  which.  Valeiius  thought  to  enrich  the 
picture  frora  his  own  imagination. 

13  Bellorii  Admiranda,  lab.  11,  12.          "  Plinius,  xxxiv.  19,  36. 

'*  "  Eunduni  "  (namely  Myro),  we  read  in  Pliny  (lib.  xxxiv.  sec.  19, 4). 
•"  vicit  et  (Pythagoras)  Liontinus,  qui  fecit  stadicdromon  Astylon,  qui 
"Olympiae  osteaditur:  et  Libyn  puerum  tenentem  tabulam,  eodein  loco, 
et  mala  ferentem  nudum.  Syracusis  autem  claudicantem ;  cujns 
ulceris  dolorem  sentire  etiam  spcctantes  videntur."  Let  us  consider  the 
last  sentence  a  little  more  closely.  Manifestly  some  one  is  spoken  of 
who  is  known  by  all  on  account  of  a  painful  ulcer :  "  Cujus  ulceris,"  &c  , 
and  is  this  "  cujus  "  to  refer  to  the  mere  "  claudicantem,"  and  the 
"  claudicantem"  possibfy  agree  with  a  "puerum,"  supplied  from  the 
foregoing  clause  ?  No  one  has  more  right  to  be  celebrated  on  account 
of  such  an  ulcer  than  Philoktetes.  I  therefore  read  "  Philoctetem" 
instead  of  "  claudicantem,"  or  at  least  consider  that  the  former  of  the 
two  words  has  slipped  out  of  the  manuscripts,  owing  to  its  resemblance 
in  sound  to  the  latter;  and  that  the  proper  reading  would  bo  "  Philoc- 
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BUT,  as  has  been  already  mentioned,  art  has  in  modern 
times  been  allotted  a  far  wider  sphere.  "  Its  imitations, 
it  is  said,  extend  over  the  whole  of  visible  nature,  of 
which  the  beautiful  is  but  a  small  part :  truth  and 
expression  is  its  first  law ;  and  as  nature  herself  is  evei 
ready  to  sacrifice  beauty  to  higher  aims,  so  likewise  the- 
artist  must  render  it  subordinate  to  his  general  design,, 
and  not  pursue  it  farther  than  truth  and  expression 
permit.  Enough  that,  through  these  two,  what  is  most 
ugly  in  nature  has  been  changed  into  a  beauty  of  art." 

But  even  if  we  should  leave  this  idea,  whatever  its- 
value,  for  the  present  undisputed,  would  there  not  arise- 
other  considerations  independent  of  it,  which  would 
compel  the  artist  to  put  certain  limits  to  expression, 
and  prevent  him  from  ever  drawing  it  at  its  highest  in- 
tensity ? 

I  believe  the  fact,  that  it  is  to  a  single  moment  that  the 
material  limits  of  art  confine  all  its  imitations,  will  lead 
us  to  similar  views. 

If  the  artist,  out  of  ever- varying  nature,  can  only  make 
use  of  a  single  moment,  and  the  painter  especially  can- 
only  use  this  moment  from  one  point  of  view,  whilst  their 
works  are  intended  to  stand  the  test  not  only  of  a  pass- 
ing glance,  but  of  long  and  repeated  contemplation,  it 
is  clear  that  this  moment,  and  the  point  from  which  this- 
moment  is  viewed,  cannot  be  chosen  with  too  great  a 
regard  to  results.  Now  that  only  is  a  happy  choice 
which  allows  the  imagination  free  scope.  The  longer  we 
gaze,  the  more  must  our  imagination  add ;  and  the  more 
our  imagination  adds,  the  more  we  must  believe  we  see. 
In  the  whole  course  of  an  emotion  there  is  no  moment, 
which  possesses  this  advantage  so  little  as  its  highest 
stage.  There  is  nothing  beyond  this;  and  the  presenta- 
tion of  extremes  to  the  eye  clips  the  wings  of  fancy, 


tetem  clandicantem."  fcophoMes  speaks  of  his  trrl&w  KOT'  avdyKx^ 
fpveiv  :  and  he  must  have  limped,  since  he  could  not  set  his  diseased 
foot  firmly  to  the  ground. 
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prevents  her  from  soaring  beyond  the  impression  of  the 
senses,  and  compels  her  to  occupy  herself  with  weaker 
images ;  further  than  these  she  ventures  not,  but  shrinks 
from  the  visible  fulness  of  expression  as  her  limit.  Thus, 
if  Laokoon  sighs,  the  imagination  can  hear  him  shriek ; 
but  if  he  shrieks,  it  can  neither  rise  a  step  higher  above 
nor  descend  a  step  below  this  representation,  without 
seeing  him  in  a  condition  which,  as  it  will  be  more 
endurable,  becomes  less  interesting.  It  either  hears  him 
merely  moaning,  or  sees  him  already  dead. 

Furthermore,  this  single  moment  receives  through  art 
an  unchangeable  duration ;  therefore  it  must  not  express 
anything,  of  which  we  can  think  only  as  transitory.  All 
appearances,  to  whose  very  being,  according  to  our  ideas, 
it  is  essential  that  they  suddenly  break  forth  and  as 
suddenly  vanish,  that  they  can  be  what  they  are  but  for 
a  moment, — all  such  appearances,  be  they  pleasing  or  be 
they  horrible,  receive,  through  the  prolongation  which  art 
gives  them,  such  an  unnatural  character,  that  at  every 
repeated  glance  the  impression  they  make  grows  weaker 
and  weaker,  and  at  last  fills  us  with  dislike  or  disgust  of 
the  whole  object.  La  Mettrie,  who  got  himself  painted 
and  engraved  as  a  second  Demokritus,  laughs  only  the 
first  time  we  look  at  him.  Look  at  him  oftener,  and  he 
changes  from  a  philosopher  into  a  fool.  His  laugh  becomes 
a  grin.  So  it  is  with  shrieks;  the  violent  pain  which 
compels  their  utterance  soon  either  subsides,  or  destroys 
its  suffering  subject  altogether.  If,  therefore,  even  the 
most  patient  and  resolute  man  shrieks,  he  does  not  do  so 
unremittingly  ;  and  it  is  only  the  seeming  continuance  of 
liis  cries  in  art  which  turns  them  into  effeminate  impo- 
tence or  childish  petulance.  This,  at  least,  the  artist  of 
the  Laokoon  must  needs  have  avoided,  even  if  beauty  were 
not  injured  by  a  shriek,  and  even  had  his  art  allowed  of 
his  expressing  suffering  without  beauty. 

Among  the  ancient  painters,  Tiinomachus  seems  to  have 
•delighted  iii  selecting  subjects  suited  to  the  display  of 
extreme  passion.  His  raving  Ajax  and  infanticide  Medea 
*vere  celebrated  paintings;  but,  from  the  descriptions  we 
possess  of  them,  it  is  plain  that  he  thoroughly  understood 
fin  1  judiciously  combined  that  point  at  which  the  beholder 
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is  rather  led  to  the  conception  of  the  extreme  than  actually 
sees  it  with  that  appearance  with  which  we  do  not  asso- 
ciate the  idea  of  transitoriness  so  inseparably  as  to  be 
displeased  by  its  continuance  in  art.  He  did  not  paint 
Medea  at  the  instant  when  she  was  actually  murdering 
her  children,  but  a  few  moments  before,  whilst  her  motherly 
love  was  still  struggling  with  her  jealousy.  We  see  the 
-end  of  the  contest  beforehand  ;  we  tremble  in  the  anticipa- 
tion of  soon  recognizing  her  as  simply  cruel,  and  our 
imagination  carries  us  far  beyond  anything  which  the 
painter  could  have  portrayed  in  that  terrible  moment 
itself.  But,  for  that  very  reason,  the  irresolution  of  Medea, 
which  art  has  made  perpetual,  is  so  far  from  giving  offence, 
that  we  are  rather  inclined  to  wish  that  it  could  have 
remained  the  same  in  nature,  that  the  contest  of  passions 
had  never  been  decided,  or  at  least  had  continued  so  long 
that  time  and  reflexion  had  gained  the  mastery  over  fury, 
and  assured  the  victory  to  the  feelings  of  the  mother. 
This  wisdom  of  Timomachus  has  called  forth  great  and 
frequent  praise,  and  raised  him  far  above  another  unknown 
painter,  who  was  foolish  enough  to  draw  Medea  at  the 
very  height  of  her  frenzy,  and  thus  to  impart  to  this 
fleeting,  transient  moment  of  extreme  madness  a  duration 
that  disgusts  all  nature.  The  poet,1  who  censures  him, 
says  very  sensibly,  whilst  addressing  the  figure  itself: 
"  Thirstest  thou  then  ever  for  the  blood  of  thy  children  ? 
Is  there  ever  a  new  Jason,  a  new  Kreusa  there  to  exaspe- 
rate thee  unceasingly  ?"  "  Away  with  thee,  even  in 
painting !"  he  adds,  in  a  tone  of  vexation. 

Of  the  frenzied  Ajax  of  Timomachus  we  can  form  some 
judgment  from  the  account  of  Philostratus.2  Ajax  did 
not  appear  raging  among  the  herds,  and  binding  and 
slaughtering  oxen  and  rams  instead  of  men;  but  the 
master  exhibits  him  sitting  wearied  with  these  heroic 
deeds  of  insanity,  and  conceiving  the  design  of  suicide ; 

1  Philippus,  Anthol.  lib.  IV.  cap.  ix.  ep.  10 — 

Alfl  7«ip  Si^as  ftpefyetav  <j>6voi>.  %  -m  'l-f)fftav 
Aevrepoy,  ^  TAauKTj  TIS  waAi  ffoi  ir6<j>curis ; 
"Eppf  Kal  tv  Ki)pf,  ira 

•  Vita  Apoll.  lib.  II.  cap.  xxii. 
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and  that  is  really  the  raging  Ajax  :  not  because  he  is  just 
then  raging,  but  because  we  see  that  he  has  been  ;  because 
we  can  form  the  most  lively  idea  of  the  extremity  of  hi  a 
frenzy  from  the  shame  and  despair  which  he  himself 
feels  at  the  thoughts  of  it.  We  see  the  storm  in  the 
wrecks  and  corpses  with  which  it  has  strewn  the  beach. 


CHAPTER  IV. 

I  HAVE  passed  under  review  the  reasons  alleged  for  the 
artist  of  the  Laokoon  being  obliged  to  set  certain  bounds 
to  the  expression  of  bodily  pain  ;  and  I  find  that  they  are 
altogether  derived  from  the  peculiar  conditions  of  his  art, 
and  its  necessary  limits  and  wants.  Perhaps  hardly  any 
of  them  would  be  found  equally  applicable  to  poetry. 

We  will  not  here  examine  how  far  the  poet  can  succeed 
in  depicting  physical  beauty.  It  is  undeniable,  that  as 
the  whole  infinite  realm  of  the  perfectly  excellent  lies  open 
to  his  imitation,  this  outward  visible  garb,  the  perfect  form 
of  which  is  beauty,  is  only  one  of  the  least  of  the  means 
by  which  he  can  interest  us  in  his  characters.  Often  he 
neglects  this  means  entirely,  feeling  certain,  if  his  hero  has 
once  won  our  regard,  of  so  preoccupying  our  minds  with 
his  nobler  qualities  that  we  shall  not  bestow  a  thought 
upon  his  bodily  form  ;  or  that  if  we  do  think  of  it,  it  will 
be  with  such  favourable  prepossessions  that  we  shall,  of 
ourselves,  attribute  to  him  an  exterior,  if  not  handsome,  at 
least  not  unpleasing ;  at  any  rate  he  will  not  permit  himself 
to  pay  any  regard  to  the  sense  of  sight,  in  any  trait,  which 
is  not  expressly  intended  to  appeal  to  it.  When  Virgil's 
Laokoon  shrieks,  does  it  occur  to  any  one  that  a  widely 
opened  mouth  is  the  necessary  accompaniment  of  a  shriek, 
and  that  this  open  mouth  is  ugly?  It  is  enough  that 
il  clamores  horrendos  ad  sidera  tollit,"  whatever  it  may  bo 
io  the  eyes,  is  a  powerful  appeal  to  the  ears.  If  any  ono 
here  feels  the  want  of  a  beautiful  picture,  the  poet  has 
failed  to  make  a  due  impression  on  him. 

Moreover,  the  poet  is  not  compelled  to  concentrate  his 
picture  into  the  space  of  a  single  moment.  He  has  it  in 
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his  power  to  take  up  every  action  of  his  hero  at  its  source, 
and  pursue  it  to  its  issue,  through  all  possible  variations 
Each  of  these,  which  would  cost  the  artist  a  separate  work, 
costs  the  poet  but  a  single  trait ;  and  should  this  trait,  if 
viewed  by  itself,  offend  the  imagination  of  the  hearer, 
either  such  preparation  has  been  made  for  it  by  what  has 
preceded,  or  it  will  be  so  softened  and  compensated  by 
what  follows  that  its  solitary  impression  is  lost,  and  the 
combination  produces  the  best  possible  effect.  Thus,  were 
it  really  unbecoming  in  a  man  to  shriek  under  the  vio- 
lence of  bodily  pain,  what  prejudice  could  this  slight  and 
transitory  impropriety  excite  in  us  against  one  in  whose 
favour  we  are  already  prepossessed  by  his  other  virtues  ? 
Virgil's  Laokoon  shrieks,  but  this  shrieking  Laokoon  is 
the  same  man  whom  we  already  know  and  love  as  a  far- 
sighted  patriot  and  affectionate  father.  We  attribute  his 
cries  not  to  his  character,  but  solely  to  his  intolerable 
suffering.  It  is  this  alone  that  we  hear  in  them,  and  by 
them  alone  could  the  poet  have  brought  it  home  to  us. 

\Vho,  then,  still  censures  him?  Who  is  not  rather 
forced  to  own  that  whilst  the  artist  has  done  well  in  not 
allowing  him  to  shriek,  the  poet  has  done  equally  well  in 
causing  him  to  do  so  ? 

But  Virgil  is  here  merely  a  narrative  poet :  will  his 
justification  include  the  dramatic  poet  also?  One  impres- 
sion is  produced  by  the  relation  of  a  person's  shriek, 
another  by  the  shriek  itself.  The  drama  designed  for  the 
living  art  of  the  actor  should,  perhaps,  for  that  very 
reason  be  compelled  to  confine  itself  more  strictly  within 
the  limits  of  material  art.  In  it  we  do  not  merely  believe 
that  we  see  and  hear  a  shrieking  Philoktetes,  we  actually 
do  see  and  hear  him.  The  nearer  the  actor  approaches  to 
nature,  the  more  will  our  eyes  and  ears  be  offended ;  for  it 
is  indisputable  that  they  are  so  in  nature  itself  when  we 
meet  with  such  loud  and  violent  expressions  of  pain. 
Besides,  bodily  pain  generally  is  not  capable  of  exciting 
that  sympathy  which  other  ills  awaken.  Our  imagination 
can  discern  too  little  in  it  for  the  mere  sight  of  it  to  arouse 
in  us  anything  of  an  equivalent  emotion.  Sophokles, 
therefore,  in  making  Philoktetes  and  Hercules  moan  and 
cry,  shriek  and  howl,  to  such  an  excess,  may  easily  have 
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offended  not  a  merely  conventional  sense  of  propriety,  but 
one  grounded  upon  the  very  existence  of  our  feelings.  It  is 
impossible  that  the  coactors  in  the  scene  should  share  his 
sufferings  in  the  high  degree  that  these  unmeasured  out- 
breaks seem  to  demand.  These  coactors  would  appear  to 
us,  their  spectators,  comparatively  cold  ;  and  yet  we  can- 
not but  regard  their  sympathies  as  the  measure  of  otir 
own.  ]  f  we  add,  that  it  is  with  difficulty,  if  at  all,  that 
the  actor  can  succeed  in  carrying  the  representation  of 
bodily  pain  as  far  as  positive  illusion,  it  becomes  a  question 
whether  the  modern  dramatic  poets  should  not  rather  lie 
praised  than  blamed  for  having  completely  avoided  this 
rock,  or  at  all  events  doubled  it  in  but  a  light  craft. 

How  many  things  would  appear  incontestable  in  theory, 
if  genius  had  not  succeeded  in  proving  them  to  be  the 
contrary  by  fact.  None  of  the  above  considerations  are 
groundless,  and  still  the  Philoktetes  remains  one  of  the 
masterpieces  of  the  stage:  for  a  part  of  them  are  not 
applicable  to  Sophokles,  and  only  by  rising  superior  to  the 
rest  has  he  attained  to  that  beauty  of  which  the  timid 
critic,  without  this  example,  would  never  have  dreamt. 
The  following  remarks  will  demonstrate  this  more  exactly. 

1.  What  wonderful  skill  has  the  poet  shown  in 
strengthening  and  enlarging  the  idea  of  bodily  pain.  Ho 
chose  a  wound  (for  the  circumstances  of  the  story  may  also 
be  considered  as  depending  on  his  choice,  inasmuch  as  he 
selected  the  whole  legend  for  the  sake  of  the  circum- 
stances favourable  to  him  which  it  contained)  ;  he  chose, 
I  say,  a  wound,  and  not  an  internal  malady ;  because  the 
former  admits  of  a  more  lively  representation  than  the 
latter,  however  painful  it  may  be.  For  this  reason,  the  in- 
ward sympathetic  fire  which  consumes  Meleager  as  his 
mother  sacrifices  him  to  her  sisterly  fury  by  means  of  the 
fatal  brand,  would  be  less  dramatic  than  a  wound.  This 
wound,  moreover,  was  a  punishment  divinely  decreed.  A 
supernatural  poison  incessantly  raged  therein,  and  only  a 
more  violent  attack  of  pain  had  its  periodical  duration,  at 
the  expiration  of  which  the  unhappy  man  always  fell  into 
a  benumbing  sleep,  during  which  exhausted  nature  re- 
covered strength  to  tread  again  the  same  path  of  suffering. 
Chatcaubrun  makes  him  wounded  merely  by  the  poisoned 
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arrow  of  a  Trojan.  What  extraordinary  issue  was  to  be 
expected  from  so  ordinary  an  occurrence  ?  In  the  ancient 
wars  every  one  was  exposed  to  it  :  how  came  it,  then,  that 
in  Philoktetes'  case  only  it  was  followed  by  such  dreadful 
consequences?  Besides,  is  not  a  natural  poison,  that 
works  for  nine  whole  years,  far  more  improbable  than  all 
the  fabled  wonders  with  which  the  Greek  has  adorned 
his  piece  ? 

2.  Sophokles  felt  full  well  that,  however  great  and 
terrible  he  made  the  bodily  pain  of  his  hero,  it  would  not 
be  sufficient,  by  itself,  to  excite  any  remarkable  degree  of 
sympathy,  fle  therefore  combined  it  with  other  evils, 
which  likewise  could  not  greatly  move  us  of  themselves, 
but  which,  from  this  combination,  receive  the  same 
melancholy  colouring,  which  they  in  their  turn  impart  to 
the  bodily  pain.  These  evils  were  a  complete  absence  of 
human  society,  hunger,  and  all  the  hardships  of  life,  to 
which  a  man  under  such  privations  and  an  inclement 
climate  is  exposed.1  Imagine  a  man  in  these  circum- 

1  When  the  chorus  views  the  misery  of  Philoktetes  in  this  combina- 
tion, it  appears  to  be  deeply  moved  by  the  consideration  of  his  helpless 
isolation.  We  hear  the  sociable  Greek  in  every  word  they  utter. 
About  one  of  these  passages  I  entertain,  however,  some  doubts  ;  it  ii 
the  following  (v.  691,  695,  Dind.):— 

s,  olit  ^\<av  f)a.<ru>, 


KaKoyerova  irap 
PavpwT'  airoK\a.v- 


TLe  common  translation  of  Winsheim  renders  it  thus: 

"  Ventis  expositus  et  pedibus  captus 
Nullum  cohabitatorem 
Nee  vicinum  ullum  saltern  malum  habcns,  apud  quern  gcmitum 

mutuum 

Graveinque  ac  cruentum 
Ederet." 

The  translation  of  Thomas  Johnson  only  differs  from  the  foregoing 
verbally  : 

"  Ubi  ipse  ventis  erat  expositus,  firmum  gradum  non  habens, 
Nee  quenquam  indigenarum, 
Ntc  malum  vicinum,  apud  quern  ploraret 
Vehementer  edacera 
Sanguineum  morbum,  mutuo  gemitu." 
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stances,  but  give  him  health,  strength,  and  industry,  an<J 
he   becomes  a  Itobiuson   Crusoe,  whose  lot,  though  not 


One  would  fancy  that  ho  had  borrowed  this  variation  of  words  from 
the  metrical  translation  of  Thomas  Naogeorgus.  In  his  work  (which 
is  very  scarce,  and  seems  to  have  been  known  to  Fabricius  only  through 
Oporin's  Catalogue),  he  thus  renders  the  passage  in  question : 

''Ubi  expositus  fuit 

Ventis  ipse,  gradutn  firmum  liaud  habens, 
Nee  quenquam  indigenam,  uec  vel  malum 
"Vicinum,  ploraret  apud  quern 
Vehemeuter  edacem  atque  crucntum 
Morbum  mutuo." 

If  these  translations  are  right,  the  praise  which  the  chorus  bestows 
upon  the  society  of  our  fellow-men  is  the  strongest  that  can  be 
imagined.  The  miserable  one  has  no  one  with  him ;  he  knows  of  no 
friendly  neighbour  ;  he  would  have  felt  too  happy  had  he  been  blessed 
with  even  a  bad  man  for  a  neighbour !  Thomson,  perhaps,  had  this 
passage  ia  his  thoughts,  when  he  represented  Melisander,  who  likewise 
had  been  exposed  on  a  desert  island  by  villains,  as  saying : — 

"  Cast  on  the  wildest  of  the  Cyclad  isles, 
Where  never  human  foot  had  marked  the  shore, 
These  ruffians  left  me — yet,  believe  me,  Areas, 
Such  is  the  rooted  love  we  bear  mankind, 
All  ruffians  as  they  were,  I  never  heard 
A  sound  so  dismal  as  their  parting  oars." 

He  also  preferred  the  society  of  villains  to  none  at  all.  A  great  and 
excellent  meaning !  Were  it  only  certain  that  it  was  the  one  which 
Sophokles  intended  to  convey ;  but  I  must  unwillingly  confess  that  I 
cannot  extract  any  sense  of  the  kind  from  him  unless  I  should  prefer 
to  see  with  the  eyes  of  the  old  scholiast,  who  paraphrases  the  passage 
as  follows,  rather  than  with  my  own:  Ou  p.6vov  onov  ita\bv  OVK  fix* 
Ttva.  TWV  ty%(api<av  yeirova,  a\\a  ovSe  KO.KUV,  Trap'  ov  U/J.OL&CUOV  \6yov 
arevafav  aitoviTeit.  This  interpretation  has  been  followed  by  Brumoy, 
and  by  our  latest  German  translator,  as  well  as  by  those  mentioned 
above.  The  first  say **,  " sans  societe  meme  importune";  the  second, 
"  Deprived  of  all  society,  even  the  most  troublesome."  My  reasons  for 
differing  from  them  are  the  following.  In  the  first  place,  it  is  plain 
that  if  KaKoyeirova.  is  separated  from  riv'  eyx<apw,  and  constitutes  a 
distinct  clause,  the  particle  ouSe  must  necessarily  be  repeated  before  it. 
Since  it  is  not,  nano-yei-rova.  must  clearly  be  taken  with  nva,  and  the 
comma  after  (yxupw  must  be  omitted.  This  comma  has  crept  in  in 
consequence  of  the  translation,  for  I  actually  find  that  several  simp'y 
Greek  editions  (e.gr.  one  in  8vo,  published  at  Wittenberg,  1585,  which 
was  altogether  unknown  to  Fabricius)  are  without  it,  and  place  the 
first  comma  rightly  after  KOKoyeirova..  In  the  second  place,  can  he  be 
justly  said  to  be  a  bad  neighbour,  from  whom  we  have  reason  to  expect 
the  trrtivov  avri-rvrtov  a.fj.oifiaiov,  as  explained  by  the  scholiast  ?  It  ia  tho 
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indifferent  to  us,  has  certainly  no  great  claim  upon  our 
sympathy.  For  we  are  seldom  so  contented  with  human 
society,  that  the  quiet  we  enjoy  when  secluded  from  it 
seems  without  a  charm  for  us  ;  especially  under  the  idea, 
which  flatters  every  individual,  that  he  can  gradually 
learn  to  dispense  with  all  external  aid.  On  the  other 
hand,  imagine  a  man  afflicted  by  the  most  painful  and 
incurable  disease,  but  at  the  same  time  surrounded  by 
kind  fiiends  who  take  care  that  he  suffers  no  want,  who 
as  far  as  it  lies  in  their  power  alleviate  his  calamity,  and 
before  whom  he  may  freely  vent  his  complaints  and 
sorrows — for  such  a  one  we  shall  undoubtedly  feel 
sympathy ;  but  this  sympathy  will  not  endure  throughout ; 
and  at  last  we  shrug  our  shoulders  and  recommend 
patience.  Only  when  both  cases  are  combined — when 
the  solitary  one  possesses  no  control  over  his  own  body, 
when  the  sick  man  receives  as  little  assistance  from  others 
as  he  can  render  himself,  and  his  complaints  are  wafted 
away  on  the  desert  winds ;  then,  and  then  only,  do  we  see 
every  misery  that  can  afflict  human  nature  close  over  the 
head  of  the  unfortunate  one;  'and  then  only  does  every 
fleeting  thought,  in  which  we  picture  ourselves  in  his 
situation,  excite  shrinking  and  horror.  We  see  nothing 
save  despair  in  its  most  horrible  form  before  us ;  and  no 

office  of  a  friend  to  share  our  sighs,  but  not  of  a  foe.  In  short,  the 
word  KaKoyeirova  has  been  misunderstood.  It  has  been  rendered  as  if 
it  were  compounded  of  the  adjective  /ccwctfo,  whereas  it  is  compounded 
of  the  substantive  -rb  KO.K&V.  It  has  thus  been  translated  "  an  evil  com- 
panion," whilst  the  real  meaning  is  "  a  companion  of  ill."  In  the  same 
manner  Ka.K6/j.avris  does  not  signify  a  "  bad,"  i.e.  a  "  false,  untrue 
prophet,"  but  a  "prophet  of  evil,"  nor  Ka/corexj/oj  a  "bad,  unskilful 
artist,"  but  one  who  used  bad  arts.  By  a  companion  of  ill  the  poet 
intends  either  •'  one  who  is  visited  with  the  same  calamities  as  our- 
selves," or  "  one  who,  through  friendship,  shares  them  with  us ;"  the 
whole  sentence,  ouS'  exco>/  riv>  ^yx^p^v  KtueoytlrovoL,  therefore,  should 
be  translated,  "neque  quenquam  indigenarum  raali  socium  habens.'' 
Thomas  Franklin,  the  last  English  translator  of  Sophokles,  is  evidently 
of  my  opinion,  since  he  translates  KaKoyeirova,  not  by  "  bad  neighbour," 
but  merely  by  "  fellow-mourner  " — 

"  Exposed  to  the  inclement  skies, 
Heserted  and  forloru  he  lies, 
No  friend  nor  fellow-mourner  there. 
To  soothe  his  sorrow  and  divide  his  cars." 
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sympathy  is  so  strong,  none  molts  OUT  whole  soul  so  much, 
as  that  which  entwines  itself  with  the  idea  of  despair. 
Of  this  kind  is  the  sympathy  that  we  feel  for  Philoktetes, 
and  feel  most  strongly  at  the  moment  when  we  see  him 
deprived  of  his  bow,  the  only  means  he  still  possessed  of 
prolonging  his  mournful  existence.  Oh,  the  Frenchman  who 
had  no  understanding  to  consider  this,  no  heart  to  feel  it ; 
or  if  he  had,  was  mean  enough  to  sacrifice  it  all  to  the 
wretched  taste  of  his  nation !  Chatoaubrun  gives  Philok- 
tetes society.  He  makes  a  young  princess  come  to  him  in 
his  desert  island  ;  and  even  she  does  not  come  alone,  but 
is  accompanied  by  her  governess,  whom  I  know  not 
whether  princess  or  poet  needed  most.  He  has  left  out 
the  whole  of  the  striking  scene  where  Philoktetes  plays 
with  his  bow  ;  and  in  its  stead  has  introduced  the  play  of 
beautiful  eyes.  Bows  and  arrows,  I  suppose,  would  have 
appeared  but  a  merry  sport  to  the  hero  youth  of  France ; 
nothing,  bn  the  contrary,  more  serious  than  the  scorn  of 
beautiful  eyes.  The  Greek  racks  us  with  the  shocking 
apprehension  that  the  miserable  Philoktetes  will  be  left 
on  the  island  without  his'bow,  and  pitiably  perish.  .The 
Frenchman  knows  a  surer  road  to  our  hearts :  he  fills  us 
with  fear  that  the  son  of  Achilles  may  have  to  depart 
without  his  princess.  This  the  Parisian  critics  called 
triumphing  over  the  ancients ;  and  one  of  them  proposed 
to  name  Chateaubrun's  piece  "  La  difficulte  vaincue."2 

3.  After  considering  the  effect  of  the  whole  piece,  we 
must  pass  on  to  the  single  scenes,  in  which  Philoktetes  no 
longer  appears  as  the  abandoned  sick  man,  but  is  in  hopes 
of  soon  leaving  the  cheerless  desert  island  and  again 
reaching  his  kingdom ;  in  which,  therefore,  the  whole  of 
his  misfortune  centres  in  his  painful  wound.  He  moans, 
he  shrieks,  he  falls  into  the  most  horrible  convulsions. 
Against  this  the  objection  of  offended  propriety  is  pro- 
perly urged.  It  is  an  Englishman  who  raises  it ;  a  man 
therefore  not  lightly  to  be  suspected  of  a  false  delicacy : 
and,  as  already  hinted,  he  adduces  very  good  reasons  for 
his  opinion.  All  feelings  and  passions,  he  says,  with 
which  others  can  but  little  sympathize  become  offensive 

*  Mercure  de  France,  April  1755,  o.  177. 
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if  expressed  with  too  much  violence.3  "  It  is  for  the  same 
reason  that  to  cry  out  with  bodily  pain,  how  intolerable 
soever,  appears  always  unmanly  and  unbecoming.  Thera 
is,  however,  a  good  deal  of  sympathy  even  with  bodily 
pain.  If  I  see  a  stroke  aimed,  and  just  ready  to  fall  upon 
the  leg  or  arm  of  another  person,  1  naturally  shrink,  and 
draw  back  my  own  leg  or  my  own  arm ;  and  when  it  does 
fall,  I  feel  it  in  some  measure,  and  am  hurt  by  it,  as  well 
as  the  sufferer.  My  hurt,  however,  is  no  doubt  exceedingly 
slight,  and  upon  that  account,  if  he  makes  any  violent 
outcry,  as  I  cannot  go  along  with  him,  I  never  fail  to 
despise  him."  *  Nothing  is  more  deceitful  than  laying 
down  general  laws  for  our  feelings.  Their  web  is  so  fine 
and  complicated,  that  it  is  scarcely  possible  even  for  the 
most  cautious  speculation  to  take  up  clearly  a  single 
thread  and  follow  it  amidst  all  those  which  cross  it.  But 
if  speculation  does  succeed,  is  any  advantage  gained? 
There  are  in  nature  no  simple  unmodified  feelings  ; 
together  with  each  a  thousand  others  arise,  the  least  of 
which  is  sufficient  entirely  to  change  the  original  sensa- 
tion, so  that  exceptions  multiply  upon  exceptions,  until  at 
last  a  supposed  general  law  is  reduced  to  a  mere  experience 
is  some  single  cases.  We  despise  a  man,  says  the  English- 

*  The  Theory  of  Moral  Sentiments,  by  Adam  Smith,  pt.  L  sec.  ii 
ch.  1. 

4  [The  translator  hopes  that  the  following  additional  quotation  from 
Adam  Smith  will  not  be  unacceptable  to  the  reader: — 

"  la  some  of  the  Greek  tragedies  there  is  an  attempt  to  excite  com- 
passion by  the  representation  of  the  agencies  of  bodily  pain.  Philoc- 
tetes  cries  out  and  faints  from  the  extremities  of  his  sufferings. 
Hippolytus  and  Hercules  are  both  introduced  as  expiring  under  the 
severest  tortures,  which,  it  seems,  even  the  fortitude  of  Hercules  was 
incapable  of  supporting.  In  all  these  cases,  however,  it  is  not  the 
pain  which  interest-  us,  but  some  other  circumstance.  It  is  not  the 
sore  foot,  but  the  solitude,  of  Philoctetes  which  affects  us,  and  diffuse* 
over  that  charming  tragedy  that  romantic  wildness  which  is  so  agree- 
able to  the  imagination.  The  agonies  of  Hercules  and  Hippolytus  are 
interesting  only  because  we  foresee  that  death  is  to  be  the  consequence. 
If  those  heroes  were  to  recover,  we  should  think  the  representations 
of  their  sufferings  perfectly  ridiculous.  What  a  tragedy  would  that  be 
of  which  the  distress  consisted  in  a  colic!  Yet  no  pain  is  nn.re  ex- 
quisite. These  attempts  to  excite  compassion  by  the  representation 
of  bodily  pain  may  be  regarded  as  among  the  great- st  ^breaches  of 
decorum  of  which  the  Greek  theatre  has  set  the  example.") 
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man,  if  we  hear  him  cry  out  violently  under  bodily  pain. 
But  not  always ;  not  for  the  first  time  ;  not  when  we  see 
that  the  sufferer  makes  every  possible  effort  to  suppress  it ; 
not  when  we  know  that  he  is  in  other  respects  a  man  cf 
firmness ;  still  less  when  we  see  him  even  in  the  midst  of 
his  distress  afford  proofs  of  his  constancy ;  when  we  see 
that  his  pain  can  indeed  compel  him  to  shriek,  but  cannot 
force  him  a  step  further ;  when  we  see  that  he  had  rather 
subject  himself  to  a  prolongation  of  this  pain  than  suffer 
his  mode  of  thought  or  resolution  to  undergo  the  slightest 
alteration,  even  though  he  has  reason  to  hope  that  by  this 
change  his  pain  would  be  brought  altogether  to  an  end. 
All  this  is  found  in  the  case  of  Philoktetes.  Moral  great- 
ness consisted,  among  the  Greeks,  in  an  unalterable  love 
of  their  friends,  and  undying  hatred  of  their  foes ;  and  this 
greatness  Philoktetes  preserved  through  all  his  troubles. 
His  eyes  were  not  so  dried  up  with  pain  that  they  had  no 
tears  to  bestow  upon  the  fate  of  his  former  friends  ;  neither 
was  his  spirit  so  subdued  by  it  that  to  obtain  a  release 
from  it  he  could  forgive  his  enemies  and  willingly  lend 
himself  to  all  their  selfish  ends.  And  were  the  Athenians 
to  despise  this  rock  of  a  man  because  the  waves  which 
were  powerless  to  shake  him  could  at  least  wring  from 
him  some  sound  ?  I  confess  I  think  that  Cicero  generally 
displays  but  little  taste  in  his  philosophy,  and  least  of  all 
in  that  part  of  the  second  book  of  the  Tusculan  Questions, 
where  he  puffs  up  the  endurance  of  bodily  pain.  One 
would  think  he  wanted  to  train  a  gladiator,  so  hot  is  his 
zeal  against  any  expression  of  pain ;  in  which  he  appears 
to  find  only  a  want  of  patience,  without  reflecting  that  it 
is  often  anything  but  voluntary,  while  true  bravery  can 
be  exhibited  in  voluntary  actions  only.  In  Sophokles' 
play  he  hears  nothing  but  Philoktetes'  complaints  and 
shrieks,  and  entirely  overlooks  his  steadfast  bearing  in 
other  respects.  How  else  would  he  have  found  occasion 
for  his  rhetorical  sally  against  the  poets  ?  "  Their  object 
surely  is  to  render  us  effeminate,  when  they  introduce  the 
bravest  men  weeping."  They  must  let  them  weep,  for  the 
theatre  is  no  arena.  It  became  the  condemned  or  mercenary 
gladiator  to  do  and  suffer  all  with  propriety.  From  him 
10  sound  of  complaint  was  to  be  heard,  in  him  no  painful 
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convulsions  seen;  fir  since  his  wounds  and  death  were- 
intended  to  afford  delight  to  the  spectators,  it  was  part  of 
his  art  to  conceal  all  pain.  The  least  expression  of  iU 
would  have  awakened  sympathy ;  and  sympathy,  fre- 
quently aAvakened,  would  soon  have  put  an  end  to  theser 
cold  revolting  spectacles.  But  to  awaken  the  sensation,, 
which  was  there  forbidden,  is  the  sole  aim  of  the  tragic- 
stage.  Its  heroes  must  exhibit  feeling,  must  express  their 
pain,  and  let  simple  nature  work  within  them.  If  they 
betray  training  and  constraint,  they  leave  our  hearts  cold,, 
and  prize  fighters  in  the  cothurnus  at  the  most  do  but 
excite  our  wonder.  Yet  this  epithet  is  merited  by  all  the? 
characters  in  the  so-called  tragedies  of  Seneca ;  and  I  an* 
firmly  convinced  that  the  gladiatorial  shows  were  the? 
principal  cause  why  the  Romans  always  remained  so  far 
below  mediocrity  in  the  tragic  art.  The  spectators  learnt 
to  misapprehend  all  nature  at  the  bloody  spectacles  'of  the- 
amphitheatre,  where  perhaps  a  Ktesias  might  have  studied 
his  art,  but  a  Sophokles  never  could.  The  most  truly 
tragic  genius  accustomed  to  these  artificial  scenes  of  death 
could  not  have  failed  to  degenerate  into  bombast  and 
rhodoinoiitade :  but  such  rhodomontade  is  as  little  capable 
of  inspiring  true  heroism  as  Philoktetes'  complaints  of 
producing  effeminacy.  The  complaints  are  those  of  a  man,, 
the  actions  those  of  a  hero.  The  two  combined  constitute? 
the  human  hero,  who  is  neither  effeminate  nor  hard,  but 
now  the  one,  now  the  other,  as  now  nature,  now  principle- 
and  duty,  require.  He  is  the  noblest  production  of  wisdom,, 
the  highest  object  for  the  imitation  of  art. 

4.  Sophokles  was  not  contented  with  having  secured  his* 
sensitive  Philoktetes  from  all  contempt,  but  has  wisely- 
forestalled  every  objection  which  Adam  Smith's  remarks 
would  warrant  being  raised  against  him.  For  although 
we  do  not  always  despise  a  man  for  crying  out  at  bodily 
pain,  it  is  indisputable  that  we  do  not  feel  so  much  sym- 
pathy for  him  as  his  cry  appears  to  demand.  How  then 
ought  the  actors  who  are  on  the  stage  with  the  shrieking 
Philoktetes  to  demean  themselves  ?  Should  they  appear 
deeply  moved,  it  would  be  contrary  to  nature ;  should  they 
show  themselves  as  cold  and  embarrassed  as  we  are  actually 
wont  to  be  in  such  cases,  an  effect  in  the  highest  degree 
inharmonious  would  be  produced  upon  the  spectators. 
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But,  as  it  has  boon  said,  Sophokles  has  provided  against 
this  also  ;  he  has  imparted  to  the  bystanders  an  interest  of 
their  own ;  the  impression  which  Philoktetes'  cry  makes 
upon  them  is  not  the  only  thing  which  occupies  them: 
the  attention  of  the  spectators,  therefore,  is  not  so  much 
arrested  by  the  disproportion  of  their  sympathy  with  this 
cry  as  by  the  change  which,  through  this  sympathy,  be 
it  weak  or  strong,  takes  place,  or  ought  to  take  place,  in 
the  sentiments  and  designs  of  these  bystanders.  Neoptole- 
mus  and  the  chorus  have  deceived  the  unfortunate  Philok- 
tetes.  They  see  into  what  despair  their  deceit  may  plunge 
him  ;  then  his  terrible  malady  assails  him  before  their  very 
eyes.  Though  this  seizure  may  not  be  capable  of  exciting 
any  remarkable  degree  of  sympathy  in  them,  it  may 
induce  them  to  look  into  their  own  conduct,  to  pay  some 
regard  to  so  much  misery,  and  to  feel  reluctance  to 
heighten  it  by  their  treachery.  This  the  spectator  ex- 
pects, and  his  expectations  are  not  deceived  by  the  noble- 
spirited  Neoptolemus.  Philoktetes,  if  he  had  been  master 
of  his  pain,  would  have  confirmed  Neoptolemus  in  his  dis- 
simulation :  Philoktetes,  rendered  by  pain  incapable  of  all 
dissimulation,  however  necessary  it  may  seem,  to  prevent 
his  fellow-travellers  from  too  soon  repenting  of  their  pro- 
mise to  take  him  home  with  them,  by  his  naturalness 
brings  back  Neoptolemus  to  his  nature.  This  conversion 
is  excellent,  and  the  more  moving  because  it  is  brought 
about  by  mere  humanity.  In  the  Frenchman's  drama, 
the  beautiful  eyes  again  play  their  part  in  it.5  But  I  will 
think  no  more  of  this  parody.  In  the  Trachiniae,  Sopho- 
kles  has  resorted  to  the  same  artifice  of  uniting  some  other 
emotion  in  the  bystanders  with  the  sympathy  which 
should  be  called  out  by  hearing  a  cry  of  pain.  The  pain 
of  Hercules  is  not  merely  a  wearing  one.  It  drives  him 
to  madness  in  which  he  pants  after  nothing  but  revenge. 
Already  he  has  in  this  fury  seized  Lichas,  and  dashed  him 
to  pieces  against  the  rocks.  The  chorus  is  composed  of 
women,  and  for  that  reason  is  naturally  filled  with  fear 
and  horror.  These,  and  the  suspense  arising  from  the 
doubt  whether  a  god  will  yet  hasten  to  the  aid  of  Hercules, 
or  whether  he  will  be  left  to  sink  under  his  misfortunes, 

•  Act.  ii.  ac.  3 :  "  De  mes  deguisemente,  quo  penserait  Sophie  ?"  aays 
the  sou  of  Achilles. 


LAOKOON.  83 

here  create  that  proper  universal  interest  to  which  sym- 
pathy imparts  but  a  light  shading.  As  soon  as  the  event 
is  decided  by  the  assistance  of  the  oracle,  Hercules  becomes 
quiet,  and  admiration  at  the  resolution  he  has  finally  dis- 
played occupies  the  place  of  all  other  emotions.  But,  in 
the  general  comparison  of  the  suffering  Hercules  with  the- 
huffering  Philoktetes,  we  must  not  forget  that  the  one  is  a 
demi-god,  the  other  only  a  man.  The  man  is  ashamed  of 
no  complaints,  while  the  demi-god  is  indignant  at  finding 
that  his  mortal  part  has  such  power  over  his  immortal, 
that  it  can  compel  him  to  weep  and  moan  like  a  girl.6 
We  moderns  do  not  believe  in  demi-gods,  and  yet  expect 
that  the  commonest  hero  should  act  and  feel  like  one. 

That  an  actor  can  carry  imitation  of  the  shrieks  and 
convulsions  of  pain  as  far  as  illusion  I  do  not  venture 
either  positively  to  deny  or  assert.  If  I  found  that  our 
actors  could  not,  I  should  first  inquire  whether  Garriek 
also  would  find  it  impossible ;  and  if  my  question  were 
answered  in  the  affirmative,  I  should  still  be  at  liberty  to- 
suppose  that  the  acting  and  declamation  of  the  ancients 
attained  a  perfection  of  which  we  can  at  this  day  form, 
no  conception. 


CHAPTEK  V. 

THERE  are  critics  of  antiquity  who,  on  the  ground  thaf 
Virgil's  description  must  have  served  as  a  model  for  the 
group  of  the  Laokoon,  maintain  that  the  latter  was  indeed 
the  work  of  Greek  sculptors,  who,  however,  flourished  in 
the  time  of  the  emperors.  Of  the  ancient  scholars  who' 
supported  this  opinion,  1  will  now  mention  only  Bartho- 
lonuvus  Marliani,1  and  of  the  modern,  Montfaucon.3 

*  Trach.  v.  1071 :  Zffns  Sxrrt  irapfleVos 
/3f  0pt/xa  K\a(<av. 

1  Topographic  Urbis  Romanae,  lib.  iv.  cap.  14 :  "  Et  quanquam  hi 
(Agesander  et  Poljdorus  et  Athenodorus  Khodii)  ex  Virgilii  descriptione 
statuam  hanc  formavisge  videntur,"  &e. 

2  Suppl.  aux  Ant.  Expliq.  vol.  i.  p.  242 :   "  II  serable  qu'Agesandre, 
Polydore  et  Atbenodore,  qui  en  furent  lea  ouvriors,  a>ant  travaille 
eonime  a  1'envie,  pour  laisser  un  monument,  qui  repondait  a  1'inoom- 
parable  description  qu'a  fait  Virgile  de  Laocoon,"  &c. 
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They  found,  without  doubt,  an  agreement  so  peculiar, 
between  the  work  of  art  and  the  description  of  the  poet, 
that  they  believed  it  impossible  that  both  should  by 
chance  have  lighted  upon  the  same  circumstances ;  circum- 
stances, too,  of  such  a  nature  that  they  would  be  the  last 
to  force  themselves  upon  the  mind.  They  therefore 
assumed  that,  if  the  question  of  originality  and  priority 
of  invention  is  raised,  there  is  a  stronger  presumption  in 
favour  of  the  poet  than  of  the  artist. 

Only  they  appear  to  have  forgotten  that  a  third  alter- 
native is  left :  that  the  poet  may  have  copied  as  little  from 
the  artist  as  the  artist  from  the  poet,  and  both  have 
drawn  from  a  common  ancient  source,  which,  according 
to  Macrobius,  was  probably  Peisander.3  For  when  the 
works  of  this  Greek  poet  were  still  exant,  it  was  a  piece 
of  mere  schoolboy  knowledge  ("  pueris  decantatum  "),  that 
the  Roman  poet  not  only  imitated,  but,  as  might  be  said 
with  more  truth  still,  faithfully  translated  from  him,  the 
entire  account  of  the  conquest  and  destruction  of  Ilium, 
which  constitutes  the  whole  of  the  second  book.  Thus,  if 
Virgil  had  followed  Peisander  in  the  story  of  Laokoon  also, 
the  Greek  artists  would  have  had  no  need  to  seek  the 
guidance  of  a  Latin  poet;  and  the  conjecture  as  to  the 
period  to  which  the  work  belongs  is  without  foundation. 

But  if  I  were  compelled  to  maintain  the  opinion  of  Mar- 
liani  and  Montfaucon,  I  should  like  to  lend  them  the  fol- 
lowing means  of  escaping  from  this  difficulty.  Peisander's 
poems  are  lost,  and  we  cannot  say  with  certainty  what 

1  Saturnal.  lib.  v.  cap.  2  :  "  [Non  parva  aunt  alia,]  quaa  Virgilius  traxit 
«  Graecis,  [et  carmini  suo  tauquam  illic  nata  inaeruit.]  Dicturuinne 
me  putatis  quaa  vulgo  nota  sunt  ?  quod  Theocritum  sibi  fecerit  pastor- 
alirf  operis  autorem,  ruralis  Hesiodum?  et  quod  in  ipsis  Georgicis 
tempestatis  sereuitatisque  signa  de  Arati  phaenomenis  traxerit?  vel 
quod  eversionera  Trojae,  cum  Sinone  suo,  et  equo  ligneo,  caeterisque 
omnibus  quae  libruin  secundum  faoiunt,  a  Pisandro  pajue  ad  verbum 
transcripserit  ?  qui  inter  Graeoos  poetas  eminet  opere,  quod  a  nuptiia 
Jovis  et  Junonis  iucipiens  universas  historias,  quae  mediis  omnibus 
sseculia,  usque  ad  setatem  ipsius  Pisandri  contfeerunt,  in  uuain  seriem 
coactaa  redegc-rit,  et  unum  ex  diversis  Liatibus  temporum  corpus 
eftecerit?  In  quo  opere  .inter  historias  caeteras  iuteritus  quoque 
Trojas  in  hunc  modum  relatus  est.  Quae  fideliter  Maro  interpretando, 
fabricatus  est  sibi  Iliacao  urbis  ruinain.  Sed  et  haec  et  talia  ut  pueria 
decantata  pnetereo." 
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was  his  version  of  the  story  of  Laokoon  ;  but  it  is  probable 
that  it  was  the  same  as  that  of  which  we  still  find  traces 
in  the  Greek  authors.  This,  however,  has  as  little  as 
possible  in  common  with  the  narrative  of  Virgil,  who 
must,  therefore,  have  entirely  recast  the  Greek  tradition 
according  to  his  own  ideas.  On  this  supposition  his 
account  of  the  misfortune  of  Laokoon  is  his  own  invention  -r 
and  consequently,  if  the  artists  in  their  representation  are 
in  harmony  with  him,  it  is  natural  to  suppose  that  they 
lived  after  his  time,  and  executed  their  group  after  his- 
model. 

Quintus  Calaber,  it  is  true,  agrees  with  Virgil  in  making 
Laokoon  exhibit  a  suspicion  of  the  wooden  horse ;  but  the 
anger  of  Minerva,  drawn  upon  the  priest  for  so  doing,  is 
wreaked  upon  him  in  a  completely  different  manner^ 
The  ground  trembles  beneath  the  feet  of  the  warning 
Trojan;  terror  and  anguish  take  possession  of  him;  a 
burning  pain  rages  in  his  eyes ;  his  brain  suffers ;  he  goes 
mad ;  he  is  struck  with  blindness.  Then  when,  in  spite 
of  his  blindness,  he  ceases  not  to  counsel  the  burning  of 
the  wooden  horse,  Minerva  at  length  sends  two  terrible 
serpents,  which,  however,  seize  upon  his  children  only. 
In  vain  they  stretch  out  their  hands  towards  their 
father.  The  poor  blind  man  can  afford  them  no  aid ;  they 
are  torn  in  pieces,  and  the  serpents  disappear  Tinder  the ' 
earth.  Laokoon  himself,  however,  suffers  no  injury  from 
them,  and  that  this  version  is  not  peculiar  to  Quintus,*' 
but,  on  the  contrary,  was  commonly  received,  is  proved  by 
a  passage  from  Lykophron,  in  which  he  bestows  on  the- 
serpents5  the  epithet  of  "  child-eaters." 

But  if  this  had  been  the  version  commonly  adopted  by 
the  Greeks,  Greek  artists  would  hardly  have  ventured  to- 
deviate  from  it;  or,  if  they  had,  could  scarcely  have 
chanced  to  do  so  in  exactly  the  same  manner  as  a  Eoman 
poet,  unless  they  had  been  previously  acquainted  with 
him,  or  perhaps  had  received  an  express  commission  to 
take  his  description  as  their  model.  On  this  point,  I 
think,  a  defender  of  Montfaucon  and  Marliani  cannot 

4  Paralip.  xii.  383. 

*  Or  rather  on  the  serpent,  for  Lykophron  mentions  one  only  :— 
nal  7rai5o/3p&JTOS  -ropKftas  v4\aovs  SiwAay. 

c  2 
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insist  too  strongly.  Virgil  is  the  first  and  only  author 
who  makes  the  serpents  kill  the  father  as  well  as 
children.6  The  sculptors  do  this  likewise ;  which, 

•  I  do  not  forget  that  the  picture,  on  which  Eumolpus  expatiates  in 
Petronius,  might  be  cited  on  the  opposite  side  of  the  question.  It 
represented  the  destruction  of  Troy,  and  particularly  the  story  of 
laokoon,  under  precisely  the  same  circumstances  which  Virgil  haa 
recounted  :  and  since  it  stood  in  the  same  gallery  at  Naples,  in  which 
were  some  other  ancient  pictures  by  Zeuxis,  Protogenes,  and  Apelles, 
it  also  might  reasonably  be  supposed  to  have  been  an  old  Greek  paint- 
ing. Only  I  must  be  permitted  to  suggest  that  a  novel  writer  is  no 
historian.  This  gallery,  this  picture,  this  Eumolpus,  seem  never  to 
-have  existed  anywhere,  save  in  the  imagination  of  Petronius.  Nothing 
oetrays  the  entire  fiction  more  plainly  than  the  manifest  traces  of  an 
almost  schoolboy  imitation  of  Virgil's  description.  It  is  worth  wldle 
instituting  the  comparison.  The  following  passage  is  from  Virgil 
(,Eneid,  il  199)  :— 

"  Hie  aliud  majus  miseris  multoque  tremcndum 
Objicitur  magis,  atque  improvida  pectora  turbat. 
Laocoon,  duct  us  Neptuno  sorte  sacerdos, 
Sollemnis  taurum  ingentem  mactabat  ad  aras. 
Ecce  autem  gemini  a  Tenedo  tranquilla  per  alta— 
Horresco  refcreus — immeusis  orbibus  angues 
Incumbunt  pelago,  pariterque  ad  litora  tendunt ; 
Pectora  quorum  inter  fluctus  arrecta  jubaeque 
Sanguinese  superant  undas,  pars  cetera  pontum 
Pone  legit,  einuatque  immensa  volundne  terga. 
Fit  sonitus,  spumante  salo.     Jamque  arva  tenebant, 
Ardentesque  oculos  suffecti  sanguine  et  igni 
Sibila  lambebant  linguis  vibiantibus  ora. 
Diffugimus  visu  exsangucs :  illi  agmine  certo 
Laocoonta  petunt.    Et  primum  parva  duoruin 
Corpora  natorum  serpens  amplexus  uterque 
Implicat,  et  miseros  moisu  depascitur  artus; 
Post  ipsnm,  auxilio  subeuntem  et  tela  ferentem 
Corripiunt,  spirisque  lignnt  ingentibus ;  et  jam 
Bis  medium  amplexi,  J<L;  oollo  squamea  circum 
Terga  dati,  superant  capite  et  cervicibus  altis. 
Ille  simul  manibus  tendit  divellere  nodos, 
Perfusus  sanie  vittas  atroque  veneno, 
Clamores  simul  horrendos  ad  sidera  tollit ; 
Quales  mugitus,  fugit  cum  saucius  aram 
Taurus,  et  incertam  excussit  cervice  securim.** 

So  also  Eumolpus  ;  for  we  may  say  of  him,  as  of  all  other  improrisa- 
lori,  that  they  are  at  least  as  much  indebted  to  their  memory  for  tneii 
verses  as  to  their  imagination : — 

14  Ecce  alia  monstra.    Celsa  qua  Tenedos  mare 
Dorso  repellit,  tumida  consurgunt  freta, 
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seeing  that  they  were  Greets,  it  would  have  been  un- 
natural to  expect  they  should;  Virgil's  description,  there- 
fore, probably  suggested  it. 


Undaque  resultat  sclssa  tranquillo  minor. 
Qualis  silenti  nocte  remorum  sonus 
Louge  refertur,  cum  premuut  classes  mare, 
Polsumque  maimor  abiete  imposita  gemiX 
Respicimus,  angut-s  orbibus  geminis  ferunt 
Ad  saxa  fluctus  :  tumida  quorum  pectora 
Rates  ut  alte,  luteribus  spumas  agurit : 
Dat  cauda  souitum ;  hberae  ponto  jubae 
Coruscant  lumiuibus,  fulmiueum  jubar 
Incendit  sequor,  sibilisque  undse  tremunt. 
Stupuere  mentes.    lufulis  fetabant  sacri 
Phrygioque  cultu  gemina  nati  pignora 
Laocounte,  quos  repente  tergoribus  ligaut 
Angius  oorusci:  parvulas  illi  manus 
Ad  ora  referunt :  neuter  auxilio  sibi, 
Uterque  fratri  transtulit  pias  vices, 
Morsque  ipsa  miseros  mutuo  perdit  metu. 
Accumulat  ecce  liberutn  funus  pareus, 
Infirinus  auxiliutor:  invadunt  virum 
Jam  morte  pasti,  metnbraque  ad  terram  trahunt 
Jacet  sacerdos  inter  aras  victima.** 

The  principal  features  in  both  passages  are  the  same,  and  different 
ideas  are  expressed  in  similar  words.  But  these  are  trifles  which  strike 
the  eye  at  once ;  there  are  other  signs  of  imitation  which,  though  less 
palpable,  are  no  less  certain.  If  the  imitator  is  a  man  who  has  any 
coiifiilence  in  himself,  he  rarely  imitates  without  attempting  to  beautify; 
and  if  this  endeavour  is,  in  his  opinion,  successful,  lie  is  fox  enough  to 
sweep  out  with  his  tail  the  footsteps  which  might  betray  the  path 
by  which  he  Lad  come.  But  even  this  vain  desire  to  beautify, 
and  this  caution  taken  to  appear  original,  betray  him;  for  the 
beautifying  process  results  in  exaggeration  and  unnatural  refinement: 
Virgil  says  ''sanguinese  jubse";  Pttronius,  "  liberae  jubss  luminibua 
coruscant."  Virgil  has  "ardentes  oculos  suffecti  sanguine  et  igni"; 
Pt-troiiius,  "  fulmineuin  jubar  inceudit  a^quor";  Virgil,  "fit  sonitin 
spumant  e  salo  ";  Petronius,  "  sibilis  uudse  tremuut."  Thus  the  plagiarist 
always  passes  from  the  great  tc  the  monstrous,  and  from  the  marvellous 
to  the  impossible.  The  description  of  the  boys  being  encircled  by  the 
serpent-folds  is  in  Virgil  a  parergon,  drawn  by  a  few  expressive  strokes, 
which  tell  only  of  the  r  helplessness  and  distress.  Petrouius  turns  this 
sketch  into  a  finished  picture,  and  makes  the  two  boys  a  pair  of  heroic 
souls : — 

"  Neuter  auxilio  sibi 
Uterqne  fratri  transtulit  pias  vices 
Morsque  ipsa  miseros  mutuo  perdit  meto." 
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I  am  fully  conscious  how  far  this  probability  falls 
short  of  historical  certainty.  But,  though  I  intend  to 
draw  no  further  historical  conclusion  from  it,  I  think  it 
is,  at  the  least,  admissible  as  an  hypothesis,  on  which  a 
critic  may  be  allowed  to  base  his  observations.  Whether 
then  it  is  proved,  or  not,  that  the  sculptors  took  Virgil's 
description  for  their  model,  I  shall  merely  assume  it  for 
the  sake  of  inquiring  how  they  would  in  that  case  have 
executed  their  task.  I  have  already  clearly  expressed  my 
opinions  upon  the  subject  of  the  shriek ;  and  perhaps 
a  further  comparison  may  lead  to  no  less  instructive 
observations. 

The  idea  of  connecting  the  father  and  his  two  sons  in 
one  knot,  by  means  of  the  murderous  serpents,  is  undeni- 
ably a  happy  one,  and  evinces  an  artistic  imagination  of 
no  ordinary  power.  To  whom  is  the  credit  of  it  due  ?  To 
the  poet,  or  the  artists  ?  Montfaucon  affirms  that  he  can- 


Such  self-denial  is  not  expected  from  either  children  or  men.  How 
much  better  the  Greek  understood  nature  (Quintus  Calaber,  xii.  459) 
when  he  makes  even  the  mothers  forget  their  children  at  the  appear- 
ance of  the  horrible  serpents  ;  so  completely  were  the  efforts  of  ull 
turned  towards  their  own  preservation  — 

....  IvOa  yvvatKts 

Ol/J.(a(ov,  Kal  irov  ns  tiav  tirf\T](ra.-TO  rtKvur, 
AUTTJ  a.\ev 


Another  device  for  hiding  their  imitation,  very  common  among 
plagiarists,  is  that  of  changing  the  shadows  in  the  original  into  lights 
in  the  copy,  and  on  the  other  hand  throwing  the  lights  into  the  back- 
ground. Virgil  takes  some  pains  to  render  the  size  of  the  serpents 
palpable,  because  it  is  on  this  immense  size  that  the  probability  of  tne 
following  scene  depends  :  the  noise  they  cause  is  but  a  subordinate 
idea,  intended  to  beget  a  more  vivid  conception  of  it.  Petronius,  on 
the  contrary,  converts  tliis  subordinate  idea  into  a  prominent  feature, 
describes  the  noise  with  great  prolixity,  and  forgets  the  size  so  com- 
pletely that  we  are  almost  left  to  infer  it  from  the  sound.  It  is  difficult 
to  believe  that  he  could  have  fallen  into  this  impropriety,  if  he  had 
drawn  his  description  from  imagination  solely,  and  had  had  no  pattern 
before  him,  from  which  he  borrowed  his  design,  though  anxious  at  tho 
same  time  to  conceal  his  plagiarism.  Indeed  we  may  hold  it  to  U  ;« 
rule  that  every  poetical  picture  which  is  overladen  in  its  less  important 
features,  while  deficient  in  its  weightier,  is  an  unsuccessful  imitation  ; 
nor  can  the  conclusion  be  affected  by  its  possessing  many  lighter  beau- 
ties, or  our  being  able  or  unable  to  indicate  the  original. 
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not  find  it  in  the  poet's  work  ;7  but  I  think  he  has  not 
read  him  with  sufficient  attention. 

"  Illi  agmine  certo 

Laocoonta  petunt,  et  primum  parva  duorum 
Corpora  natoruni  serpens  amplexus  uterque 
Implicat,  et  miseros  morsu  depascitur  artus. 
Post  ipsum,  auxilio  subeuntem  et  tela  ferentem 
Corripiunt,  spirisque  ligant  ingentibus." 

The  poet  has  described  the  serpents  as  of  wonderful 
length.  They  have  wound  their  folds  round  the  boys, 
and,  when  the  father  comes  to  the  aid  of  his  sons,  they 
seize  upon  him  also  ("  corripiunt ").  Owing  to  the  size  they 
are  represented  as  being,  they  could  not  at  once  have  un- 
wound themselves  from  the  sons.  There  must,  therefore, 
have  been  a  moment  when  they  had  already  attacked  the 
father  with  their  heads  and  fore  parts,  while  the  folds  of 
their  tails  still  encircled  his  children.  This  moment  is 
necessary  in  the  progress  of  the  poetical  picture ;  the  poet 
allows  us  to  become  completely  conscious  of  it,  but  this 
was  not  precisely  the  time  for  depicting  it  in  detail.  That 
the  old  commentators  actually  detected  it  seems  to  be  shown 
by  a  passage  in  Donatus.8  How  much  less  likely,  then, 
would  it  be  to  escape  the  notice  of  artists,  upon  whose 
penetrating  sight  everything  that  can  be  of  advantage  to 
them  bursts  with  such  speed  and  significance. 
Though  the  poet  describes  Laokoon  as  fettered  by  so 

'  Suppl.  aux  Autiq.  Expl.  t.  i.  p.  243  :  "  II  y  a  quelque  petite  diffg- 
rence  eiitre  ce  que  dit  Virgile,  et  ce  que  le  raarbre  repre'seute.  II  semble, 
selon  ce  que  dit  le  po6te,  que  les  serpents  quitterent  les  deux  enfauta 
pour  venir  entortiller  le  pere,  au  lieu  que,  dans  ce  marbre,  ils  lient  eu 
meine  temps  les  enfants  et  leur  pere." 

•  Donatus  ad  v.  227,  lib.  ii.  JSneid :  "  Mirandum  non  est,  clypeo  et 
Bimulacri  vestigiis  tegi  potuisse,  quos  supra  et  longos  et  validos  dixit, 
et  multiplici  ambitu  circumdedisse  Laocoontis  corpus  ac  liberorum,  et 
fuisse  superfluam  partem."  It  appears  to  ine,  in  regard  to  this  passage, 
that  either  the  non  at  the  beginning  of  the  sentence  must  be  omitted, 
or  else  that  an  entire  dependent  clause  is  wanting  at  the  end.  For 
since  the  serpents  were  of  such  an  extraordinary  size,  it  is  certainly  to 
be  wondered  at  that  they  could  hide  themselves  under  the  shield  of  the 
goddess  ;  unless  the  shield  were  itself  very  large,  and  belonged  to  a 
colossal  statue.  The  confirmation  of  this  supposition  was  doubtlessly 
contained  in  the  missing  consequent  clause,  or  the  non  has  nc  meaning. 
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many  serpent  coils,  -he  carefully  avoids  mentioning  the 
arms,  and  thus  leaves  his  hands  in  perfect  freedom. 

"  Ille  siinul  manibus  tendit  divellere  nodos." 

In  this  the  artists  necessarily  had  to  follow  his  example. 
Nothing  adds  so  much  expression  and  life  to  a  figure  as 
the  movement  of  the  hands ;  in  the  case  of  the  passions 
especially,  the  most  speaking  face  is  meaningless  without 
it.  Had  the  arms  been  fast  locked  to  the  bodies  by  the 
folds  of  the  serpents,  they  would  have  spread  torpor  and 
death  over  the  whole  group.  They  are  therefore  seen  in 
full  play,  both  in  the  principal  figure  and  in  those  with 
it ;  and  their  activity  is  greatest  where  the  pain  is  most 
violent. 

But  this  freedom  of  the  hands  was  the  only  point  in  the 
coiling  of  the  serpents  that  the  artist  could  have  borrowed 
with  advantage  from  the  poet.  Virgil  tells  us  that  the  mon- 
sters wound  themselves  twice  round  both  the  body  and  neck 
of  their  victim,  while  their  heads  towered  high  above  him. 

"  Bis  medium  amplexi,  bis  collo  squamea  circum 
Terga  dati,  superant  capite  et  cervicibus  altis." 

Now  this  picture  satisfies  the  imagination  excellently ; 
the  noblest  parts  of  the  body  are  compressed  to  suffocation, 
and  the  poison  flows  directly  up  to  the  face ;  yet,  in  spite 
of  this,  it  was  no  picture  for  the  artist,  whose  object  was 
to  exhibit  in  the  body  the  pain  and  workings  of  the 
poison.  Now,  to  enable  us  to  perceive  these,  the  upper 
parts  of  the  frame  had  to  be  left  as  free  as  possible,  and 
all  external  pressure  avoided,  by  which  the  play  of  the 
suffering  nerves  and  working  muscles  might  be  weakened 
and  diverted.  The  twofold  coils  of  the  serpents  would 
have  concealed  the  whole  body,  and  left  tLat  painful  con- 
traction of  the  stomach,  which  is  so  expressive,  altogether 
invisible.  Those  parts  of  the  body  which  would  have 
been  still  exposed  above,  below,  or  between  the  folds, 
would  have  been  seen  amidst  compressions  and  disten- 
sions, the  effect  not  of  inward  pain  but  of  external  pres- 
sure. Again,  by  the  neck  being  twice  encircled,  that 
pyramidal  culmination  of  the  group,  which  is  so  pleasing 
to  the  eye,  would  have  been  entirely  destroyed;  and  the 
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pointed  heads  of  the  serpents,  projecting  from  the  mass 
and  shooting  into  the  air,  would  have  produced  such  a 
sudden  falling  off  in  proportion  that  the  form  of  the 
whole  would  have  become  offensive  in  the  extreme.  There 
are  designers  who  have  been  foolish  enough,  in  spite  of 
this,  to  adhere  closely  to  the  poet.  To  take  one  example 
among  several,  we  may  learn  with  repugnance  the  effect 
of  such  an  imitation  from  a  drawing  by  Frank  Cleyn.9 
The  ancient  sculptors  saw  at  a  glance  that  in  this  case 
their  art  required  an  absolute  difference  of  treatment ;  they 
removed  all  the  coils  from  the  body  and  neck  to  the 
thighs  and  feet.  Here  they  could  conceal  and  squeeze  as 
much  as  was  necessary,  without  causing  any  detriment  to 
the  expression.  Here,  moreover,  they  awakened  the  idea 
of  suddenly  checked  flight,  and  of  a  kind  of  immobility, 
which  is  of  the  greatest  advantage  to  the  artificial  pro- 
longation of  the  same  attitude. 

I  know  not  how  it  has  happened  that  this  obvious 
difference  in  the  coiling  of  the  serpents,  between  the  work 
of  art  and  the  description  of  the  poet,  has  been  passed  over 
in  complete  silence  by  the  critics.  It  exalts  the  wisdom 
of  the  artists  just  as  much  as  the  other  difference,  which 
they  have  all  remarked,  but  have  sought  to  justify  rather 
than  ventured  to  approve.  I  mean  the  difference  in 
respect  to  drapery.  The  Laokoon  of  Virgil  is  arrayed  in 
his  priestly  garments  ;  while  in  the  group  both  he  and  his 
sons  appear  entirely  naked.  There  are  some  who  have 
detected  a  gross  absurdity  in  a  king's  son  and  a  priest  officia- 
ting at  a  sacrifice  being  thus  represented.  And  to  these 
objectors  the  critics  of  art  answer  in  all  seriousness  that  to 
be  sure  it  is  an  error  against  conventionality,  but  that  the 
artists  were  forced  into  it  because  they  could  not  attire 
their  figures  in  becoming  robes.  Sculpture,  say  they,  can- 
iiot  imitate  any  stuffs;  thick  folds  produce  a  bad  effect; 
out  of  two  evils  therefore  we  must  choose  the  least,  and 

9  In  the  splendid  (large  folio)  edition  of  Dryden's  Virgil  (published 
in  London  1697).  And  even  in  this  picture  the  serpents  are  only  coiled 
once  round  the  body,  and  scarcely  at  all  round  the  neck.  If  so  mediocre 
an  artist  require  any  further  justification,  the  only  plea  that  can  bo 
ursjcd  in  his  favour  is  that  prints  are  intended  to  serve  merely  as 
illustrations  of  the  text,  and  are  not  to  be  looked  on  as  independent 
works  of  art. 
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rather  run  counter  to  truth  itself  than  offend  in  respect  to 
the  drapery.10  If  the  ancient  artists  would  have  smiled 
at  the  objection,  I  know  not  what  they  would  have  said 
to  the  reply.  Art  could  not  be  reduced  to  a  lower  level 
than  it  is  by  this  defence.  For  supposing  that  sculpture 
could  have  imitated  the  difference  of  texture  as  well  as 
painting,  would  it  have  been  necessary  for  the  Laokoon 
to  have  been  draped?  Should  we  have  lost  nothing 
beneath  this  drapery?  Has  a  garment,  the  work  of  a 
slavish  hand,  as  much  beauty  as  an  organic  body,  the 
work  of  everlasting  Wisdom  ?  Does  it  demand  the  same 
powers?  Is  it  of  the  same  merit?  Is  it  equally  honour- 
able to  imitate  the  one  as  the  other?  Is  deception  all 
that  our  eyes  require  ?  Is  it  of  no  importance  to  them  by 
what  they  are  deceived  ? 

In  poetry  a  garment  is  no  garment ;  it  conceals  nothing. 
Our  imagination  sees  everything  beneath  it.  Laokoon 
may  have  robes  in  Virgil  or  not,  his  sufferings  are  visible 
to  the  imagination  in  every  part  of  the  body,  as  much  in 
one  case  as  in  the  other.  It  sees  indeed  the  priestly  fillet 
encircle  his  brow,  but  the  brow  is  not  hidden.  Nay,  this 
fillet  is  not  only  no  hindrance,  it  even  strengthens  the 
idea  which  we  form  of  the  calamity  of  the  sufferer  : — - 

"  Perfusus  sanie  vittas  atroque  veneno." 

"  This  is  the  judgment  of  De  Piles  himself  in  his  notes  to  Du 
Fresnoy,  v.  210  :  "  Remarquez  s'il  vous  plait,  que  les  draperies  tendres 
et  tegeres,  n'e'tant  donne"es  qu'au  sexe  fe'minin,  les  anciens  sculpteurs 
ont  evit£,  autant  qu'ils  ont  pu,  d'habiller  les  figures  d'hommes ;  paree 
qu'ils  ont  pense*,  comme  nnus  avons  deja  dit,  qu'en  sculpture  on  ne  pou- 
vait  imiter  les  e'toffes  et  que  les  gros  plis  faisaient  un  mauvais  effet.  II 
y  a  presque  autant  d'exemples  de  cette  ve"rite,  qu'il  y  a  parmi  les  antiques 
de  figures  d'liommes  nuds.  Je  rapporterai  seulement  celui  du  Laocoon. 
lequel  selon  la  vraisemblance  devrait  6tre  vetu.  En  effet,  quelle  appa- 
rence  y  a-t-il  qu'un  fils  de  Eoi,  qu'un  pretre  d'Apollon  se  trouvat  tout 
nud  dans  la  ce*remonie  actuelle  d'un  sacrifice ;  car  les  serpents  pas^erent 
de  Pile  de  Te'ne'dos  au  rivage  de  Troye,  et  surprirent  Laocoon  et  sea 
fils  dans  le  temps  meme  qu'il  sacrifiait  a  Neptune  sur  le  bord  de  la  mer, 
comme  le  marque  Virgile  dans  le  second  livre  de  son  Ene'ide.  Cependant 
les  Artistes  qui  sont  les  auteurs  de  ce  bel  ouvrage  ont  bien  vu,  qu'ils 
ne  pouyaient  pas  leur  donner  de  vetementa  convenables  a  Icur  qualite, 
cans  faire  comme  un  amas  de,  pierres,  dout  le  masse  ressemblerait  a  un 
rocher.au  lieu  des  trois  admirables  figures,  qui  ont  e'te  et  qui  sont 
toujours  1'admiration  des  siecles.  C'est  pour  cela  que,  de  deux  incon- 
ve'uients,  ils  ont  juge  celui  des  draperies  bcaucoup  plus  facheux  que 
cc-lui  d'aller  centre  la  ve'rite  meme." 
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His  priestly  dignity  avails  him  not,  even  its  emllem,  that 
which  above  everything  wins  him  respect  and  honour,  is 
drenched  and  polluted  by  the  poisoned  foam.  But  the 
artist  must  resign  these  subordinate  ideas  if  the  main 
subject  is  not  to  suffer.  Had  he  left  Laokoon  only  this 
fillet,  he  would  in  a  great  degree  have  weakened  the 
expression ;  for  the  brow,  which  is  the  seat  of  it,  would 
have  been  in  part  concealed.  Thus,  as  formerly  in  the 
case  of  the  shriek,  he  sacrificed  expression  to  beauty,  he 
here  offers  up  conventionality  to  expression.  Convention- 
ality was  especially  but  lightly  esteemed  by  the  ancients. 
They  felt  that  the  highest  aim  of  their  art  led  to  its  com- 
plete rejection.  Beauty  is  that  highest  aim :  necessity 
invented  garments;  and  what  has  art  in  common  with 
necessity?  I  grant  that  there  is  also  a  beauty  in  drapery, 
but  can  it  be  compared  with  that  of  the  human  form  ? 
And  shall  he  who  can  attain  to  the  greater  rest  content 
with  the  less  ?  I  much  fear  that  the  most  perfect  master 
in  drapery  shows  by  that  very  talent  wherein  his  weak- 
ness lies. 
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MY  hypothesis,  that  the  artists  have  imitated  the  poet,  does 
not  amount  to  a  disparagement  of  them.  Nay,  through 
this  imitation,  their  wisdom  is  shown  in  the  most  favour- 
able light.  They  followed  the  poet,  without  suffering 
themselves  to  be  misled  by  him  even  in  the  merest  trifles. 
They  were  indeed  furnished  with  their  design,  but,  since 
this'  design  had  to  be  transferred  from  one  art  to  another, 
they  found  ample  opportunity  for  the  exercise  of  original 
thought.  And  the  original  ideas,  displayed  in  their  devia- 
tions from  their  model,  are  a  proof  that  they  excelled  in 
their  own  art  as  much  as  the  poet  in  his. 

I  will  now  invert  my  hypothesis,  and  assume  that  the 
pnet  has  copied  the  artists.  There  are  scholars  who  main- 
tain that  this  is  the  truth,1  but  I  cannot  discover  that  they 

!  Maffeit  Richardson,  and  more  lately  still  Herr  von  Hagedorn 
(Betrachtungen  fiber  die  Malerei,  p.  37.  Richardson,  Traite  de  la 
Pt-inture,  tome  iii.  p.  513).  De  Fontaines  scarcely  deserves  to  be  added 
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have  any  historical  grounds  for  such  a  belief.  They  pro 
bably  looked  upon  the  group  as  so  supremely  beautiful 
that  they  could  not  persuade  themselves  it  belonged  to  the 
late  period  to  which  it  is  usually  ascribed ;  it  must,  they 
thought,  have  belonged  to  the  age  when  art  was  in  ite 
fullest  bloom,  since  that  alone  seemed  worthy  of  it. 

It  has  been  shown  that,  excellent  as  Virgil's  description 
is,  there  are  several  features  in  it  of  which  the  artist  could 
make  no  use.  This  conclusion  limits  the  general  principle, 
"  that  a  good  poetical  picture  will  necessarily  produce  an 
equally  good  material  painting ;  and  that  a  poet's  descrip- 
tion is  only  so  far  good  as  the  artist  can  follow  it  in  all  its 
details."  This  limitation  one  is  inclined  to  assume,  even 
before  we  see  it  confirmed  by  examples,  if  we  simply  con- 
sider the  wide  sphere  of  poetry,  the  boundless  field  of  our 
imagination,  and  the  spirituality  of  its  images;  a  great 
and  various  throng  of  which  can  be  placed  in  the  closest 
juxtaposition,  without  concealing  or  disfiguring  each 
other,  which  perhaps  would  be  the  effect  that  the  objects 
themselves,  or  their  natural  symbols,  would  produce  in 
the  narrow  limits  of  space  and  time. 

But  if  the  less  cannot  contain  the  greater,  the  less  can 
be  comprised  in  the  greater.  I  mean,  although  each  trait 
of  which  the  descriptive  poet  avails  himself  need  not 
necessarily  have  as  good  effect  upon  the  other  surface,  or 
in  marble,  yet  could  not  every  detail  of  which  the  artist 
avails  himself  be  just  as  effective  in  the  work  of  the  poet  ? 
Indisputably !  for  that  which  is  beautiful  in  a  work  of 
art  is  beautiful  not  to  our  eyes  but  to  our  imagination, 
affected  by  their  means.  Thus,  as  the  same  image  may 
be  raised  afresh  in  our  imagination  by  means  either  of 
arbitrary  or  natural  symbols,  so  the  same  pleasure,  though 
not  the  same  degree  of  it,  must  on  each  occasion  be  agai  a 
excited. 

But,  admitting  this,  I  must  acknowledge  that  to  me  the 
snpposition  that  Virgil  imitated  the  artists  appears  far 
more  incomprehensible  than  its  converse.  If  the  artists 


to  this  list.  He  maintains  certainly  in  the  notes  to  his  translation  of 
Virgil  that  the  poet  had  the  group  in  his  mind;  bit  he  is  ignorant 
enough  to  assert  that  it  is  the  work  of  Pheidias. 
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have  copied  the  poet,  I  can  account  and  answer  for  all 
their  deviations  from  him  :  they  were  compelled  to  deviate, 
for  the  very  details,  which  would  have  offended  against 
harmony  in  them,  found  harmonious  expression  in  the 
other.  But  there  is  no  cause  for  the  deviation  of  ther 
poet.  If  in  each  and  every  point  he  had  faithfully 
followed  the  group,  would  he  not  still  have  transmitted  to 
us  a  most  excellent  picture?2  I  well  understand  how  hia* 

*  I  cannot  refer  to  anything  more  decisive,  in  this  respect,  than  i\i6  - 
poem  of  Sadoleto.     It  is  worthy  of  an  ancient  poet,  and,  since  it  mny 
well  serve  instead  of  an  engraving,  I  venture  upon  inserting  it  whole. 

•«DE  LAOCOONTIS  STATUA  JACOBI   SADOLETI  CABMEX- 

Ecce  alto  terrse  e  oumulo,  ingentisque  ruinse 

Visceribus,  iterum  reducem  longinqua  reduxit 

Laocoonta  dies.     Aulis  regalibus  olim 

Qui  stetit,  atque  tuos  ornabat,  Tite,  penates. 

Divinse  simulacrum  artis,  nee  docta  vetustas 

Nobilius  spectahat  opus,  nunc  celsa  revisit 

Exemptum  tenebris  redivivse  mcenia  Komse. 

Quid  piimum  summumve  loquar  ?  miserumne  parentera 

Et  prolem  geminam  ?  an  sinuatos  flexibus  angues 

Terribili  aspectu  ?  caudasque  irasque  draconuui 

Vulneraque  et  veros,  saxo  moriente,  dolores? 

Horret  ad  hsec  animus,  mutaque  ab  imagine  pulsat 

Pectora  non  parvo  pietas  commixta  tremori. 

Prolixum  bini  spiris  glomerantur  in  orbem 

Ardentes  colubri,  et  sinuosis  orbibus  errant, 

Ternaque  multiplici  constringuiit  corpora  nexu. 

Vix  oculi  sufferre  valent,  crudele  tuendo 

Exitium,  casusque  feros  :  micat  alter,  et  ipsura 

Laocoonta  petit,  totnm  |Uft  infraque  supraque 

Implicat  et  rabido  tandem  fc-rit  ilia  morsu. 

Connexum  refngit  corpus,  torquentia  sese 

Membra,  latusquc  retro  sinuatum  a  vulnere  cernas. 

Ille  dolore  acri.  et  laniatu  impulsus  acerbo, 

Dat  genitum  ingentem,  erudosque  evellere  denies 

Connixus,  Isevam  impatiens  ad  terga  Clielydri 

Objicit :  intcndunt  r.ervi,  collectaque  ab  omni 

Corpore  vis  frustra  summis  conatibus  iustat. 

Ferre  ncquit  rabiem,  et  de  vulnere  murmur  anhelum  e«i 

At  serpens  lapsu  crebro  redeunte  subintrat 

Lubricue,  intortoque  ligat  genua  infima  nodo. 

AK'istunt  surns,  spirisque  prcmentibus  arctum 

Cms  tumet,  obscpto  turtrent  vitalia  pulsu, 

Liventesque  atro  distendunt  sanguine  veuas. 

Nee  minus  in  natos  eadcm  vis  eflera  ssevit 

Implexuque  angit  rapido,  miserund..que  membr» 
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imagination,  working  of  its  own  accord,  could  lead  him  to 
this  or  that  detail,  Imt  I  cannot  conceive  any  reason  why 
tis  judgment  should  feel  itself  compelled  to  change  the 
beautiful  details  which  were  already  before  his  eyes  for 
others.  I  think,  too,  that  if  Virgil  had  had  the  group  of 
Laokoou  for  a  model,  he  would  hardly  have  been  able  to 
put  such  restraint  upon  himself  as  to  have  left  as  it  were 
t<3  mere  conjecture  the  entanglement  of  all  three  bodies  in 
a  single  knot.  It  would  have  struck  his  eyes  too  vividly ; 
he  would  have  experienced  from  it  an  effect  too  excellent 
not  to  have  brought  it  more  prominently  forward  in  his 
description.  I  have  said  that  this  was  not  precisely  the 
time  for  depicting  this  entanglement  in  detail.3  No  ;  but 
the  addition  of  a  single  word  might  easily,  we  may  ccn- 
^ceive,  have  distinctly  expressed  it  without  removing  it 


'Dilacerat ;  jamque  altering  depasta  cruentum 
'Pectus.  suprema  genitorem  voce  cientis, 
'Circumjectu  orbi?,  validoque  volumine  fulcit. 
Alter  adhuc  nullo  violatus  corpora  morsu,  • 
•Dura  parut  adducta  caudam  divellere  plauta, 
Horret  ad  aspectum  miseri  patris,  hteret  in  illo, 
iKt  jam  jam  ingentes  ttetus,  lachryuiasque  eadentes 
Anccps  in  dubio  retiiiet  timor.     Ergo  perenui 
Qui  faiitum  statuistis  opus  jam  latide  nitentes, 
Artifices  magni  (quauquam  et  melioribus  rictia 
Quscritur  seternum  nomen,  multoque  licebat 
Clarius  ingenium  venturse  tradere  famse) 
Attamen  ad  laudem  qusecunque  oblata  facultas 
Egregium  bane  rapere,  et  summa  ad  fastigia  nitL 
Vos  rigidum  lapidem  vivi&animare  figuria 
Eximii,  et  vivod  spiranti  in  marmore  sensus 
Inserere,  aspie-imua  motumque  iramque  doloremqne, 
Et  pene  audiinus  gonvtus  :  vos  extulit  oluu 
Clara  Rhodos,  vestry  jacuerunt  artis  honores 
'1'empore  ab  immenso,  quos  rursum  in  luce  secunda 
Roma  videt,  celebratque  frequens  :  operisque  vetustl 
Gratia  parta  recens.     Quiinto  prfestantius  ergo  est 
Ingenio,  aut  quovis  extendere  fata  labore, 
Quam  fastud  et  opes  et  inauem  extendere  luxuin." 

(V.  Lcodegarii  a  Quercu  Farrngo  Poematum,  T.  ii.  p.  63.)  Gruter  alao 
lias  inserted  this  poem,  together  with  some  others  of  Sadoleto's,  in  liis 
well-kuown  colkction  (Uelic.  Poet.  Italorum.  Parte  alt.  p.  582)  Hid 
version,  however,  is  very  inaccurate  ;  e.g.  for  bini,  v.  14,  he  reads  vivi  • 
for  errant,  v.  15,  oram,  &c. 

*  ESee  p.  39,  above.] 
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from  that  background  in  which  the  poet  was  obliged  to 
leave  it.  What  the  artist  could  express  without  this  word 
would  not  have  been  left  unexpressed  by  the  poet  had  he 
already  seen  it  put  forward  by  the  artist. 

The  artist  had  the  most  urgent  reasons  for  not  allowing 
the  suifering  of  Laokoon  to  break  forth  into  a  cry,  but  if 
the  poet  had  had  before  him  in  the  work  of  art  so  moving 
a  union  of  pain  and  beauty,  was  there  anything  to  oblige 
him  to  pass  by  so  completely  the  manly  dignity  and  high- 
eouled  patience  which  thjs  union  suggests,  and  to  shock 
us  at  once  with  the  horrible  shriek  of  his  Laokoon  ? 
Richardson  says,  "  Yirgil's  Laokoon  was  obliged  to  sliriek, 
because  it  was  the  poet's  aim  not  so  much  to  excite  com- 
passion for  him  as  alarm  and  horror  among  the  Trojans." 
I  will  allow  it,  although  Richardson  does  not  appear  to 
have  reflected  that  the  poet  does  not  give  this  narrative  in 
his  own  person,  but  represents  ^Eneas  as  relating  it,  and 
relating  it  in  the  presence  of  Dido,  upon  whose  sympathy 
he  could  not  work  too  strongly.  However,  it  is  not  the 
shriek  which  surprises  me,  but  the  absence  of  all  that 
gradation  in  introducing  it  to  which  the  poet  must  have 
been  led  had  he,  as  we  are  assuming,  had  the  work  of  art 
for  his  model.  Richardson  adds,4  "  The  story  of  Laokoon 
is  only  intended  as  a  pi*ehide  to  the  pathethic  description 
of  the  final  destruction  of  the  city;  the  poet,  therefore, 
abstained  from  making  it  more  interesting,  that  our  atten- 
tion, which  this  last  horrible  night  fully  demands,  might 
not  be  previously  engrossed  by  the  misfortune  of  a  single 
citizen."  But  that  is  attempting  to  look  at  the  whole 
scene  from  the  picturesque  point  of  view  from  which  it 
cannot  possibly  be  viewed.  The  misfortune  of  Laokoon 
and  the  destruction  of  the  city  are  not,  Math  the  poet,  con- 
nected pictures.  The  two  form  no  whole  such  as  our  eyes 
either  could  or  ought  to  take  in  together  at  a  glance,  in 
•which  case  only  would  there  be  a  fear  that  our  mind  should 
dwell  more  upon  Laokoon  than  upon  the  burning  town. 

4  De  la  Poiiiture,  tome  iii.  p.  516:  "C'cst  1'horretir  que  les  Tro'ieris 
ont  con§ue  centre  Laocoon,  qui  etait  ne'cessaire  a  Virgilc  pour  la 
conduite  de  son  Poeme  ;  et  cela  le  mene  a  cette  description  pathe'tique 
de  la  destruction  de  la  patrie  de  son  he'ros.  Aussi  Virgile  n'avait 
garde  de  diviser  1'attention  sur  la  derniere  unit,  pour  une  gr.  nde  villi 
entiere,  par  la  ptinture  d'un  petit  mallieur  d'un  Particulier." 
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The  description  of  the  one  follows  upon  that  of  thf 
other,  and,  however  affecting  the  first  may  be,  I  do  nol 
•see  what  disparagement  it  can  bring  upon  its  successor, 
unless  it  be  that  in  itself  the  second  is  not  sufficiently 
pathetic. 

The  poet  would  have  had  less  reason  still  for  altering 
the  coils  of  the  serpents.  In  the  work  of  art  they  occupy 
the  hands  and  confine  the  feet  of  their  victims.  Pleasing 
as  is  this  arrangement  to  the  eyes,  so  the  image  of  it 
which  is  left  upon  the  imagination  is  vivid.  Indeed  it  is 
so  expressive  and  clear  that  the  representation  of  it  by 
words  is  but  little  weaker  than  its  material  represen- 
tation. 

"  Micat  alter,  et  ipsum 

Laocoonta  petit,  totumque  infraque  supraque 
Implicat,  et  rabido  tandem  ferit  ilia  morsu. 

At  serpens  lapsu  crebro  redeunte  subintrat 
Lubricus,  intortoque  ligat  genua  infima  nodo.** 

These  are  lines  of  Sadoleto's,  which  without  doubt  would 
have  come  more  graphically  from  Virgil,  if  a  visible 
model  had  fired  his  imagination,  and  which  then  would 
certainly  have  been  better  than  those  he  has  now  left  us 
in  their  place : — 

"  Bis  medium  amplexi,  bis  collo  squamea  circum 
Terga  dati,  superant  capite  et  cervicibus  altis." 

These  traits  certainly  fill  our  imagination,  but  it  must  not 
be  allowed  to  dwell  upon  them ;  it  must  not  attempt  to 
realize  them ;  it  must  look  at  one  time  only  on  the  ser- 
pents, at  another  only  on  Laokoon ;  it  must  not  seek  to 
image  to  itself  the  group  which  the  two  produce  together ; 
as  soon  as  it  thinks  on  this  it  begins  to  be  offended  by 
Virgil's  picture,  and  finds  it  highly  inartistic. 

Bnt  even  if  the  alterations  which  Virgil  had  made  in  a 
borrowed  model  were  not  unhappy,  still  they  would  have 
been  merely  arbitrary.  Imitation  is  an  effort  to  produce 
a  resemblance,  but  can  a  person  be  said  to  aim  at  this 
whose  changes  overstep  the  line  of  necessity  ?  Further, 
when  a  man  thus  exceeds,  it  is  clear  that  it  is  not  his 
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design  to  produce  resemblance ;  that,  therefore,  he  has  not 
imitated. 

Not  the  whole,  it  might  be  answered,  but  perhaps  this 
or  that  part.  Suppose  it  so;  still,  which  are  these  single- 
parts  in  which  the  harmony  between  the  description  ar^ 
the  work  of  art  is  so  close  that  the  poet  might  appear  to 
have  borrowed  them  from  it?  The  father,  the  children, 
the  serpents,  all  these  did  legend  transmit  to  the  poet  no 
less  than  to  the  artist.  Setting  aside  what  was  traditional, 
they  do  not  agree  in  anything  except  in  this,  that  both 
entangle  father  and  children  in  a  single  serpent-knot. 
But  the  idea  of  this  arose  from  the  altered  circumstance 
of  the  father's  being  smitten  with  exactly  the  same 
calamity  as  his  children.  This  alteration,  however,  as 
was  mentioned  above,  appears  to  have  been  made  by 
Virgil,5  for  the  Greek  tradition  gives  an  entirely  different 
account.  Consequently,  if  in  consideration  of  this  en- 
tanglement being  common  to  both  we  must  assume  an 
imitation  on  the  one  side  or  the  other,  it  is  more  riatural 
to  do  so  on  the  side  of  the  artist  than  on  that  of  the  poet 
In  every  other  1'espect  the  one  differs  from  the  other,  only 
with  this  distinction,  that  if  it  is  the  artist  who  has  made 
these  changes,  they  are  still  compatible  with  an  intention 
of  imitating  the  poet,  because  the  end  and  limits  of  his  art 
compelled  him  to  them ;  if,  on  the  contrary,  the  poet 
should  be  thought  to  have  imitated  the  artist,  all  the 
above-mentioned  deviations  are  proofs  against  this  pre- 
tended imitation;  and  those  who,  in  spite  of  them,  con- 
tinue to  support  it,  can  only  mean  that  they  believe  the 
work  of  art  must  be  of  greater  antiquity  than  the  descrip- 
tion of  the  poet. 


CHAPTEE  VII. 

WHEN  it  is  said  that  the  artist  imitates  the  poet,  or  the  poet 
the  artist,  two  different  meanings  may  be  conveyed.  Either 
the  one  makes  the  work  of  the  other  the  actual  object  of  his 
imitation,  or  the  two  have  the  same  object,  and  the  one 
borrows  from  the  other  the  way  and  manner  of  imi  tating  it 

*  [See  p.  3G,  above.'] 
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When  Yirgil  describes  the  shield  of  vEneas,  he  imitates 
the  artist,  who  made  it,  according  to  the  first  signification 
of  the  term.  The  work  of  art,  not  what  is  represented 
upon  it,  is  the  object  of  his  imitation ;  and  even  though  he 
does  describe  at  the  same  time  what  is  seen  set  forth  upon 
it,  he  describes  it  as  a  part  of  the  shield,  and  not  as  the 
thing  itself.  If  Virgil,  on  the  contrary,  had  imitated  the 
group  of  Laokoon,  this  would  have  been  an  imitation  of 
the  second  kind,  for  he  would  not  have  imitated  the  group 
itself,  but  what  that  group  represented ;  borrowing  from 
the  former  the  features  only  of  his  imitation. 

In  the  first  kind  of  imitation  the  poet  is  original,  in  the 
second  he  is  a  plagiarist.  The  first  is  a  part  of  that  uni- 
versal imitation,  of  which  the  essence  of  his  art  consists, 
and  he  works  as  a  genius ;  his  subject  may  be  the  work 
either  of  another  art,  or  of  Nature  herself.  The  second, 
on  the  contrary,  degrades  him  altogether  from  his  dig- 
nity; instead  of  the  thing  itself,  he  imitates  imitations  of 
it,  arid  offers  us  cold  reminiscences  of  the  traits  of  another 
man's  genius,  for  original  features  of  his  own. 

If,  however,  the  poet  and  the  artist  cannot  help  fre- 
quently contemplating  those  objects,  which  are  common 
to  both,  from  the  same  point  of  view,  it  must  happen  that 
in  many  cases  their  imitations  harmonize,  without  the 
least  copying  or  rivalry  between  the  two  having  taken 
place.  These  coincidences  between  contemporaneous  ar- 
tists and  poets,  in  the  case  of  things  which  are  no  longer 
existent,  may  lead  to  mutual  illustration.  But  to  push 
this  kind  of  illustration  to  such  refinements  that  coinci- 
dence is  converted  into  design ;  and  to  impute  to  the 
poet,  especially  in  every  trifle,  a  reference  to  this  statue 
or  that  painting,  is  to  render  him  a  very  doubtful  service ; 
and  not  him  alone,  but  the  reader  also,  to  whom  the  most 
beautiful  passages  are  by  these  means  rendered,  if  you 
will,  very  significant,  but  at  the  same  time  terribly  cold. 

This  is  at  once  the  aim  and  the  error  of  a  well-known 
English  writer.  Spence  wrote  his  '  Polymetis ' l  with  a 

1  The  first  edition  is  of  1747,  the  second  of  1755,  and  bears  the 
title  '  Polymetis,  or  An  inquiry  concerning  the  agreement  between  the 
works  of  the  Roman  poets  and  the  remains  of  the  ancient  artists, 
being  an  attempt  to  illustrate  them  mutually  from  one  another.  In 
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great  deal  of  classical  learning,  and  an  intimate  acquaint- 
ance with  the  extant  works  of  ancient  art.  In  his  design 
of  illustrating  by  these  the  Eoman  poets,  and  of  extracting 
from  them,  in  return,  a  solution  of  hitherto  unexplained 
ancient  works  of  art,  he  has  often  succeeded  happily. 
But,  in  spite  of  this,  1  maintain  that  his  book  must  be 
absolutely  intolerable  to  every  reader  of  taste. 

It  is  natural,  when  Valerius  Flaccus  describes  the  winged 
lightning  upon  the  Eoman  shields — 

"  (Xec  primus  radios,  miles  Eomane,  corusci 
Fulminis  et  rutilas  scutis  diffuderis  alas)," 

that  this  description  should  appear  far  more  full  of  mean- 
ing to  me  if  I  see  the  representation  of  such  a  shield  upon 
an  old  monument.2  It  is  quite  possible  that  the  ancient 
armourers  may,  on  their  helmets  and  shields,  have  repre- 
sented Mars  in  that  hovering  posture  above  Ehea  in 
which  Addison  believed  he  saw  him  on  a  coin ; 3  and  that 


ten  books,  by  the  Eev.  Mr.  Spence,  London,  printed  for  DocUley,'  foL 
An  abridgment  also  which  Mr.  Tiudal  has  made  from  this  work  haa 
already  been  printed  more  than  once. 

2  Val.  Flaccus,  lib.  VI.  55.— Polymetis,  Dial.  vi.  p.  50. 

3  I  say  "  may  have,"  but  the  chances  are  teu  to  one  that  it  is  not 
the  ease.     Juvenal  is  speaking  of  the  early  times  of  the  republic,  when 
its  citizens  wtru  still  unacquainted  with  splendour  and  luxury,  ami 
the  soldier  employed  the  gold  and  silver  of  which  he  had  despoiled 
liis  foe  only  for  the  dccoiation  of  his  horse-trappings  and  arms.     (Sat. 
\i.  100  -107.) 

"  Tune  rudis  et  Graias  mirari  neseius  artes 
Urbibus  eversis  praedarum  in  parte  reperta 
Maguorum  artificum  frangebat  pocula  miles, 
Ut  phaleris  gaudertt  equus,  cselataque  cassia 
Eornultae  feimulacia  ferse  mansuesct-re  jussae 
Imperil  fato,  geminos  sub  rupe  Quiiinos, 
Ac  nudam  effigiem  clypeo  fulgentis  et  hasta, 
Peudentisque  Dt_i  perituro  ostenderet  hosti.'* 

The  soldier  broke  up  costly  cups,  the  masterpieces  of  great  artists, 
that  he  might  have  a  she-wolf  and  a  little  Romulus  and  Remus,  where- 
with to  adorn  his  helmet,  made  out  of  the  metal.  All  is  intelligible  up 
to  the  Is^st  two  lines,  where  the  poet  goes  on  to  describe  a  figure  of  this 
kind,  wrought  upon  the  helmets  of  the  old  soldiers.  It  is  easy  to  see 
that  this  figure  is  intended  for  Mars;  the  question  is,  what  is  the 
meaning  of  the  epithet  pendent i»,  which  he  applies  to  him.  Rigaltiua 
discovered  a  gloss  which  explained  it  by  "quasi  ad  iotumse  inclinatia." 
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Juvenal  had  such  a  helmet  or  shield  in  his  mind  whe» 
he  alluded  to  it  by  a  word  which,  up  to  the  time  of 
Addison,  had  been  a  riddle  to  all  commentators.  I  my- 


Lubinus  is  of  opinion  that  the  figure  was  upon  the  shield,  and  that,  a» 
the  shield  was  suspended  from  the  arm,  the  poet  may  on  this  account 
have  applied  the  epithet  "suspended"  to  the  figure.  But  this  is  in 
opposition  to  the  construction  ;  for  the  subject  to  ostenderet  is  not  mile* 
but  cassis.  Britannicus  observes,  "  everything  that  stands  high  in  the 
air  may  be  said  to  be  pendent,  and  therefore  this  figure  either  above  or 
upon  the  helmet  may  be  so  called."  Others  wish  to  read  perdentit- 
instead  of  pendentis,  in  order  to  create  an  antithesis  with  the  following 
perituro,  which,  however,  they  alone  could  admire.  Let  us  see  what  is 
Addison'e  opinion  about  this  disputed  point.  The  commentators,  lie 
says,  are  all  in  error.  "  The  true  meaning  of  the  words  is  certainly  as 
follows.  The  Roman  soldiers,  who  were  not  a  little  proud  of  their 
founder  and  the  military  genius  of  their  republic,  used  to  bear  on  their 
helmets  the  first  history  of  Romulus,  who  was  begot  by  the  God  of  War, 
and  suckled  by  a  wolf.  The  figure  of  the  god  was  made  as  if  descend- 
ing upon  the  priestess  Ilia,  or,  as  others  call  her,  Rhea  Silvia.  .  .  .  As 
he  was  represented  descending  his  figure  appeared  suspended  in  the  air 
over  the  vestal  virgin,  in  which  sense  the  word  pendentis  is  extremely 
proper  and  poetical.  Besides  the  antique  basso-relievo  (in  Bellori), 
that  made  me  first  think  of  this  interpretation,  I  have  since  met  with 
the  same  figures  on  the  reverses  of  a  couple  of  ancient  coins,  which 
were  stamped  in  the  reign  of  Antoninus  Pius"  (Addison's  Travels, 
Rome,  Tonson's  edition,  1745,  p.  183;.  Since  Spence  thinks  this 
discovery  of  Addison  such  an  extraordinarily  happy  one  as  to  quote  it 
as  a  pattern  of  its  kind,  and  a  very  strong  example  of  the  use  which 
may  be  made  of  the  works  of  the  old  artists  in  illustrating  the  Roman 
classic  poets,  I  cannot  refrain  from  entering  into  a  somewhat  closer 
examination  of  this  explanation.  (Polymetis,  Dial.  vii.  p.  77.)  Now 
firstly,  I  must  observe  that  it  is  not  probable  that  the  mere  sight  of  the 
bas-relief  and  the  coins  would  have  recalled  the  passage  in  Juvenal  to 
Addison's  memory,  had  he  not  at  the  same  time  recollected  that  in  the 
old  scholiast  who  reads  venientis  instead  offulgentis  in  the  last  line  but 
one  he  had  seen  the  gloss:  "Martis  ad  Iliam  venientis  ut  concum- 
beret."  If,  however,  we  reject  the  reading  of  the  scholiast  and  adopt 
the  same  as  Addison  himself,  there  is  nothing  to  lead  to  the  supposi- 
tion that  the  poet  had  Rhea  in  his  mind.  Consider  if  it  would  not 
manifestly  be  a  hysteronproteron  for  him  to  speak  of  the  wolf  and  the 
twins,  and  afturwards  mention  for  the  first  time  the  event  to  which 
they  were  indebted  for  their  existence.  Rhea  is  not  yet  a  mother, 
and  the  children  are  already  lying  under  the  rocks.  Consider  if  a  love- 
scene  would  be  altogether  a  suitable  device  for  the  helmet  of  a  Roman 
•oldier.  The  soldier  was  proud  of  the  divine  origin  of  his  founder  ; 
that  was  sufficiently  testified  by  the  she-wolf  and  the  infanta ;  and  it 
bv  no  means  follows  that  he  would  have  wished  to  exhibit  Mars  in  the 
Monoeption  of  an  action  in  which  he  was  anything  but  the  tciribl* 


LAOKOON.  53 

Belf  seem  to  feel  the  passage  in  Ovid  where  the  wearied 
Cephalus  calls  upon  the  cooling  breezes : 

"Aura vQnias 

Meque  juves,  intresque  sinus,  gratissima,  nostros  2  '* 

Mars.  It- is  no  reason  that,  because  the  surprise  of  Ehea  is  found 
represented  on  ever  so  many  old  marbles  and  coins,  it  was  also  adapted 
for  a  piece  of  armour.  Basides,  where  are  the  marble  and  the  coins 
on  which  Addison  discovered  it,  and  where  saw  he  Mars  in  this 
hovering  attitude?  The  ancient  bas-relief  to  which  he  appeals  ought 
to  be  found  in  Bellori;  but  we  search  through  the  Admiranda,  a 
collection  of  the  finest  antique  bas-reliefs,  for  it  in  vain.  I  cannot 
find  it,  nor  can  Spenee  have  found  it  either  there  or  elsewhere,  as  lie 
makes  no  allusion  to  it  whatever.  All,  therefore,  depends  upon  the 
coin.  Let  us  look  at  this,  then,  in  Addison's  own  work.  There  is 
a  Rhea  in  a  reclining  posture,  and  as  the  die-cutter  had  no  room  to 
draw  the  figure  of  Mars  on  the  same  ground  with  her  he  has  placed 
him  a  little  higher.  This  is  all.  Beyond  this  there  is  not  the 
slightest  appearance  of  hovering.  It  is  true  that  in  the  engraving 
which  Speuce  gives  of  it  this  hovering  attitude  is  very  strongly 
expressed ;  the  upper  part  of  the  body  is  thrown  considerably  forwards. 
It  is  plain  that  the  figure  is  not  standing  ;  and  if  it  cannot  be  falling, 
it  must  needs  be  hovering.  Spenee  says  that  he  himself  is  in  posses- 
sion of  this  coin.  It  would  be  harsh  to  call  a  man's  integrity  into 
question,  even  concerning  a  trifle.  But  a  prejudice  once  adopted 
exercises  an  influence  even  upon  our  eyes ;  besides,  he  may  have  per- 
mitted his  artist  to  strengthen  the  expression  which  he  fancied  he 
himself  discovered  upon  the  coin,  that  his  reader  might  feel  as  little 
doubt  upon  the  subject  as  himself.  There  is  no  doubt,  at  any  rate, 
that  Spenee  and  Addison  both  refer  to  the  same  coin,  and  that  this 
being  the  case  the  latter  has  either  greatly  misrepresented  or  tho 
former  greatly  beautified  it.  I  have  yet  another  objection  to  urga 
against  this  assumed  hovering  attitude  of  Mars,  viz.  that  a  body 
bovering  without  any  visible  cause  by  which  the  effect  of  its  gravity 
is  counteracted  is  an  incongruity  of  which  no  instance  is  to  be  found 
among  the  ancient  works  of  art.  It  is  not  even  permitted  in  modern 
painting ;  but  if  a  body  is  suspended  in  the  air,  it  must  either  have 
wings,  or  must  appear  to  rest  upon  something,  though  it  be  only  a 
Cloud.  When  Homer  represents  Thetis  as  ascending  from  the  beach  u> 
Olympus  on  foot — 

TV  fjLev  &p'  Ov\v/j.Tr6vSe  iroSes  (pepov. — Iliad,  xviii.  148, 

Count  Caylus  displays  too  just  a  comprehension  of  the  necessities  of 
art  to  permit  the  goddess  to  step  through  the  air  so  freely.  She  is  to 
tuke  her  way  upon  a  cloud  ('  Tableaux  tires  de  1'Iliade,'  p.  91) ;  just 
as  for  the  same  reason  he,  on  another  occasion,  places  her  in  a  chariot 
fp.  131),  though  the  poet's  description  expressly  contradicts  him.  How 
indeed  could  it  be  otherwise  ?  Although  the  poet  teaches  us  to 
image  to  ourselves  the  goddess  clothed  iu  the  human  form,  he  is  fa» 
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and  his  mistress  Procris  takes  this  "  Aura  "  to  be  the  name 
of  a  rival — I  seem,  I  say,  to  feel  this  passage  more  natural 

from  entertaining  any  idea  of  gross  and  heavy  matter,  and  animates 
her  human  form  with  a  power  which  exempts  her  from  our  laws  of 
motion.  But  how  could  painting  draw  a  distinction  between  the 
bodily  figure  of  a  god  and  of  a  man,  which  would  be  sufficiently 
striking  to  prevent  our  eyes  from  being  offended  at  seeing  completely 
different  principles  of  motion,  gravity,  and  equilibrium  observed  in 
their  treatment  ?  How  but  by  conventional  signs ;  and  in  reality  a 
pair  of  wings  and  a  cloud  are  nothing  else.  But  of  this  more  in  another 
place.  For  the  present  it  is  sufficient  to  require  from  the  advocates  of 
Addison's  opinion  that  they  should  show  us  a  figure  upon  any  other 
monument  of  antiquity,  suspended  as  freely  and  absolutely  in  the  air 
as  the  Mars  on  Addison's  coin  is  supposed  to  be.  It  is  not  likely  that 
this  Mars  was  the  only  specimen  of  its  kind ;  or  that  tradition  had 
transmitted  any  circumstance  which  rendered  this  hovering  attitude 
indispensable  in  this  particular  instance.  Not  the  slightest  trace  of 
such  an  idea  can  be  found  in  Ovid  (Fast.  lib.  i.).  Nay  more,  such  a 
circumstance  cannot  be  reconciled  with  the  other  extant  ancient  works 
of  art  which  represent  the  same  story,  and  in  which  Mars  is  manifestly 
not  hovering  but  walking.  Let  us  turn  to  the  bas-relief  in  Montfaucon 
(Suppl.  torn.  i.  p.  183),  the  original  of  which,  if  I  am  not  mistaken,  is 
at  Rome  in  the  Mellini  palace.  Rhea  is  lying  asleep  under  a  tree, 
while  Mars  is  approaching  her  with  stealthy  footsteps,  and  his  right 
hand  stretched  backwards  with  that  significant  movement  by  which 
we  beckon  to  those  behind  us  either  to  stand  still  or  to  follow  quietly. 
His  posture  here  is  precisely  the  same  as  upon  the  coin,  except  that 
on  the  coin  the  lance  is  placed  in  the  right  hand,  but  upon  the  bas- 
relief  in  the  left.  So  many  celebrated  statues  and  bas-reliefs  are  found 
copied  upon  coins,  that  it  was  probably  the  case  here.  As  for  the 
difference  between  the  two,  the  die-cutter  did  not  appreciate  the  ex- 
pression contained  in  the  backward  motion  of  the  hand,  and  therefore 
thought  it  better  to  fill  it  with  fhe  lance.  If  all  this  is  token  together, 
how  little  probability  does  Addison's  hypothesis  still  retain;  scarcely 
more  indeed  than  bare  possibility.  Yet  where  are  we  to  look  for  a 
better  explanation,  if  this  is  worth  nothing  ?  It  may  be  that  there  is 
a  better  among  those,  which  Addison  rejected.  But  if  not,  what  then  ? 
The  passage  of  the  poet  is  corrupt ;  let  it  remain  so.  Remain  so  it 
will,  though  twenty  new  explanations  of  it  should  be  proposed.  Such 
as  the  following,  for  instance  :  that  pendentis  should  be  taken  in  its 
figurative  sense,  as  equivalent  to  "  uncertain,  irresolute,  undecided ;" 
Man  pendent  would  in  that  case  convey  the  same  meaning  as  Mnrs 
incertus,  or  "Mars  commuuis."  "  Dii  communes  sunt,"  says  Scrvius 
(ad.  v.  118,  lib.  xii.  ^Eneid),  "  Mars,  Bellona,  Victoria,  quia  hi  in  hello 
utrique  parti  favere  possunV  and  the  whole  line — 

"  Pendentisque  Dei  (effigicm)  perituro  ostenderet  hosti " 

— would  then  mean  that  the  old  Roman  soldier  was  wont  to  bear  the 
Image  of  the  god,  the  protector  of  his  foe  aa  well  as  of  himself,  undei 
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•when  I  see  ttpon  the  works  of  art  of  the  ancients  that 
they  actually  personified  the  gentle  breezes,  and  under 
the  name  of  "  Aurfe  "  worshipped  a  kind  of  female  sylph.4 
I  admit  that,  when  Juvenal  compares  an  empty  fellow 
of  rank  with  a  Hermes,  we  should  have  great  difficulty 
in  finding  the  similarity  in  this  comparison,  unless  we 
had  seen  such  a  Hermes,  and  knew  it  to  be  a  worthless 
column,  which  only  bears  the  head,  or  at  most  the  trunk, 
of  the  god,  and  which  from  the  absence  therefrom  of 
hands  and  feet  calls  up  the  idea  of  inactivity.5  lllustra- 


tlie  very  eyes  of  his  enemy,  who  was  none  the  less  destined  to  fall  by 
his  hand.  A  very  fine  idea,  attributing  the  victories  of  the  ancient 
Romans  to  their  own  bravery  rather  than  to  the  partiaT  assistance  of 
their  progenitor.  For  all  that  "  non  liquet." 

4  "  Till  I  got  acquainted,"  says  Spence  (Polymetis,  Dial.  xiii.  p.  208), 
"  with  these  aurae  (or  sylphs'),  I  found  myself  always  at  a  loss  in  reading 
the  known  story  of  Cephalus  and  Procris,  in  Ovid.     I  could  never 
imagine  how  Cephalus' s  crying  out  '  Aura  venias '  (though  in  ever  so 
languishing  a  manner)  could  give  anybody  a  suspicion  of  his  being 
false  to  Procris.    As  I  had  been  always  used  to   think  that  Aura 
signified  only  the  air  in  general,  or  a  gentle  breeze  in  particular,  I  thought 
Procris's  jealousy  less  founded  than  the  most  extravagant  jealousies 
generally  are ;  but  when  I  had  once  found  that  Aura  might  signify  a 
very  handsome  young  lady  as  well  as  the  air,  the  case  was  entirely 
altered ;  and  the  story  seemed  to  go  on  in  a  very  reasonable  manner:' 
I  am  not  going  to  recall  in  my  note  the  approbation  which  I  have 
bestowed  in  my   text  upon   this  discovery,   on  which   Spence   evi- 
dently plumes  himself.    But  I  cannot  omit  observing  that  the  passage 
of  the  poet   would  be  quite  natural  and  comprehensible  without  it. 
All  that  was  required  to  be  known  was,  that  among  the  ancients  Aura 
was  not  an  unusual  name  for  women.     E.g.,  it  is  the  name  of  a  nymph 
in  Nonnus  (Dionys.  lib.  xlviii.),  one  of  the  attendants  of  Diana,  who, 
because  she  boasted  that  her  beauty  was  more  manly  than  that  of  the 
goddess,  was,  as  a  punishment  for  her  presumption,  given  up  while 
sleeping  to  the  embraces  of  Bacchus. 

5  Juvenalis  Satyrse,  viii.  52-55  : — 

"Attu 

Nil  nisi  Cecropides ;  truncoque  simillimus  Hermae  : 
Nullo  quippe  alio  vincis  cliscrimine,  qnam  quod 
Illi  marmoreum  caput  est,  tua  vivit  imago." 

If  Spence  had  included  the  Greek  authors  in  his  plan,  an  old  fable  of 
J2sop  might  perhaps,  or  perhaps  might  not,  have  occurred  to  him,  on 
which  the  form  of  one  of  these  pillars  of  Hermes  throws  a  light  still 
more  beautiful  and  more  indispensable  to  the  proper  understanding  of  ita 
meaning.  "  Hermes,"  JSsop  tells  us,  "  was  desirous  to  learn  in  what 
estimation  he  was  held  among  men.  He  concealed  his  divinity,  and 
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tions  of  this  kind  ai  3  by  no  means  to  be  despised,  even 
though  they  should  not  be  always  necessary  or  always 
sufficient.  The  poet  had  the  work  of  art  before  his  eyes, 
not  as  an  imitation,  but  as  a  thing  independently  exist- 
ing, or  else  artist  and  poet  had  adopted  the  same  con- 
ceptions, and  consequently,  in  their  representations,  there 
must  have  been  exhibited  a  coincidence,  from  which,  in 
turn,  conclusions  as  to  the  universality  of  those  concep- 
tions might  be  deduced. 

But  when  Tibullus  paints  the  form  of  Apollo,  as  he 
appeared  to  him  in  a  dream,  "  the  beautiful  youth,  his 


entered  a  sculptor's;  here  he  saw  a  figure  of  Jupiter,  and  asked  the 
artist  its  price.  'A  drachma,'  was  the  reply.  Mercury  smiled ;  '  And 
this  Juno?'  lie  continued.  'About  the  samel'  was  the  answer. 
Meantime  he  had  espied  an  image  of  himself,  and  was  thus  cogitating : 
*  I  am  the  messenger  of  the  gods ;  I  am  the  author  of  all  gain ;  men 
must  needs  value  me  highly;  and  this  god  here,"  he  went  on,  pointing 
to  the  figure  of  himself,  'what  may  be  its  price?*  'Oh,  if  you  will  buy 
the  other  two,  I  will  throw  that  into  the  bargain.' "  Mercury's  vanity 
received  a  check.  The  sculpt:>r,  however,  did  not  know  him,  and 
•could  not  therefore  have  had  any  design  of  wounding  his  self-love ;  but 
there  must  have  been  something  in  the  nature  of  the  statues  which 
made  the  last  of  such  little  value  that  the  artist  was  willing  to  give  it 
in  with  the  others.  The  lower  rank  of  the  god  could  not  have  been 
the  resis  >n,  for  the  artist  values  his  productions  according  to  the  skill, 
the  industry,  and  the  labour  expended  upon  them,  and  not  according 
to  the  rank  and  estimation  in  which  the  beings  whom  they  represent 
ore  heM.  It  is  clear  that  an  image  of  Mercury,  if  it  was  to  cost  less 
than  one  of  Jupiter  or  Juno,  must  have  required  less  skill  and  industry 
in  its  execution.  Such  was  really  the  case :  the  statues  of  Jupiter 
and  Juno  were  full  figures  of  these  divinities ;  the  statue  of  Mercury 
was  a  simple  square  pillar  with  his  bust  at  the  top  of  it.  No  wonder, 
then,  the  artist  could  afford  to  give  it  in  to  the  purchaser  of  the  other 
two.  Mercury  overlooked  this  circumstance,  because  his  thoughts 
were  wholly  employed  in  the  consideration  of  his  seeming  pre-eminent 
merit;  his  chagrin,  therefore,  was  as  natural  as  deserved.  It  would  bu 
vain  to  search  the  commentators,  translators,  or  imitators  of  ^Esop  for 
«ny  traces  of  this  explanation;  whilst  I  could  quote  a  whole  series,  if 
it  were  worth  the  trouble,  who  have  understood  the  fable  lit  rally, 
that  is,  have  not  understood  it  at  all.  They  have  either  not  felt  the 
incongruity  which  arises  from  all  the  images  being  supposed  to  be  of 
the  same  kind,  or  they  have  all  pushed  it  too  far.  The  price  which  the 
artist  asks  for  his  Jupiter  is  perhaps  also  a  difficulty  in  this  fable,  for  a 
potter  could  hardly  make  a  doll  for  the  money.  A  drachma,  therefore, 
must  be  taken  generally  as  equivalent  to  any  very  low  price. — 
Fub.  JJsop,  90.) 
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temples  encircled  by  the  chaste  bay,  Syrian  odour* 
exhaling  from  the  golden  locks,  which  float  about  his- 
slender  neck;  the  gleaming  white  and  rosy  redness 
mingled  over  the  whole  body,  as  upon  the  tender  cheeks 
of  a  bride  first  being  led  to  her  beloved" — there  is  no- 
reason  why  these  traits  should  have  been  borrowed  from 
celebrated  old  paintings.  The  "  nova  nupta  verecundia 
notabilis  "  of  Echion  may  have  been  in  Eome,  may  have 
been  copied  a  thousand  and  a  thousand  times ;  but  does 
that  prove  that  bridal  modesty  itself  had  vanished  from 
the  world  ?  Because  the  painter  had  seen  it,  was  no  poet 
ever  to  see  it  more,  save  in  the  painter's  imitation?6  Or 
when  another  poet  describes  Vulcan  as  wearied,  and  his- 
face,  scorched  by  the  furnace,  as  red  and  burning,  must 
he  have  first  learnt,  from  the  work  of  a  painter,  that  toif 
wearies  and  heat  reddens?7  Or  when  Lucretius  describes 
the  changes  of  the  seasons,  and  in  natural  succession  con- 
ducts them  past  us,  with  the  whole  train  of  their  effects- 
in  earth  and  air,  are  we  to  suppose  that  he  was  an  ephe- 
meral, who  had  never  lived  through  a  whole  year,  had 
never  experienced  these  changes  in  his  own  person  ?  Are 
we  to  assume  his  picture  to  have  been  drawn  after  an 
ancient  procession,  in  which  the  statues  of  the  seasons 
were  carried  about?  Did  he,  necessarily,  first  learn  from 
these  statues  the  old  poetic  artifice  by  which  such  abstrac- 
tions are  converted  into  realities  ? 8  Does  not  the  "  Pon- 

6  Tibullus,  Eleg.  IV.  lib.  iii. ;  Polymstis,  Dial.  viii.  p.  84. 
'  Statins,  lib.  i. ;  Sylv.  lib.  v.  8 ;  Polymetis,  Dial.  viii.  p.  81. 
8  Lucretius,  d.  R.  N.  lib.  v.  736  -HI  :— 

"  It  Ver  et  Venus,  et  Veneiis  praenuntius  ante 
Piunatus  graditur  Zcphyru^,  vestigia  propter 
Flora  quibus  mater  prsespargens  ante  viai 
Cuncta  coloribus  egregiis  et  odoribus  opplet. 
Inde  loci  sequitur  Calor  aridus,  et  comes  uua 
Pulveruleuta  Cures,  et  Etesia  flabra  Aquilonum. 
Inde  Autumnus  adit:  graditur  sirnul  Evius  Evan:. 
Inde  aliae  templates,  ventique  sequuntur, 
Altitoaans  Voliuruus  et  Au^ter  fulmine  pollens-. 
Tande.n  Brurna  nives  adfert,  pigrumque  rigorent 
Reddit,  Hyums  sequitur,  crepituns  ac  deutibus  Algus.1*" 

Spence  pronounces  this  to  be  one  of  the  most  beautiful  passages  in  the 
whole  pot-m  of  Lucretius.  At  least  it  is  one  of  thoseon  which  h:s  reputa- 
tion as  a  poet  is  grounded.  Yet  surely  he  greatly  diminishes  this  honour, 
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tern  indignatus  Araxes"  of  Virgil,  that  excellent  and 
poetical  picture  of  a  flooded  river,  as  it  tears  away  the 
bridge  which  had  spanned  it,  lose  its  whole  beauty  when 
the  poet  is  said  to  be  alluding  by  it  to  a  work  of  art,  in 
which  this  river  god  is  represented  in  the  act  of  breaking 
a  bridge  in  pieces?9  What  profit  can  we  derive  from 
such  illustrations  as  these,  that  deprive  the  poet  of  any 
share  of  honour  in  the  clearest  passages,  in  order  to  admit 
but  the  glimmer  of  some  artist's  idea  ? 

I  regret  that  so  useful  a  book  as  the  '  Polymetis  '  might 
otherwise  have  been  should,  through  this  tasteless  caprice 
for  attributing  to  the  ancient  poets,  in  place  of  their  own 
genius,  familiarity  with  some  other  man's,  have  become 
repulsive,  and  far  more  prejudicial  to  the  classic  authors 
than  the  watery  commentaries  of  insipid  etymologists 
could  ever  have  been.  Still  more  do  I  regret  that  in  this 
Spence  should  have  been  preceded  even  by  Addison,  who, 
in  the  laudable  desire  of  elevating  an  acquaintance  with 
works  of  art  to  a  means  of  interpretation,  has  no  less 
failed  to  distinguish  where  the  imitation  of  the  artist  is 
becoming,  and  where  derogatory,  to  the  poet.10 

or  rather  deprives  him  of  it  altogether,  when  he  says  that  the  descrip- 
tion was  borrowed  from  some  ancient  procession  of  the  deities  of  the 
seasons;  and  why?  "Such  processions,"  says  the  Englishman,  "of 
their  deities  in  general  were  as  common  among  the  Romans  of  old, 
as  those  in  the  honour  of  the  saints  are  in  certain  countries  to  this  day. 
All  the  expressions  used  by  Lucretius  here  come  in  very  aptly,  if 
applied  to  a  procession."  Excellent  reasons !  But  how  much  might 
be  said  against  the  last !  The  epithets  which  the  poet  bestows  upon 
the  personified  abstractions,  "  Calor  aridus — Ceres  pulverulenta — 
Volturnus  altitonans — fulmine  pollens  Auster — Algus  dentibus  crepi- 
tans,"  prove  at  once  that  they  derive  their  being  from  him,  and  nos 
from  the  artist,  who  must  needs  have  attributed  totally  different 
characteristics  to  them.  Spence  appears,  moreover,  to  have  hit  upoo 
this  idea  of  a  procession  through  Abraham  Preigern,  who  in  his  note 
upon  these  lines  says,  "  Ordo  est  quasi  pompse  cujusdam,  Ver  et  Venus, 
Zephyrua  et  Flora,"  &c.  But  Speuce  should  have  been  satisfied  to 
stop  here.  To  say  "  The  poet  makes  the  seasons  pass  by  as  it  were  in 
a  procession"  is  all  very  well,  but  to  say  he  borrowed  the  idea  of 
making  them  thus  pass  before  us  from  a  procession  shows  great  want 
of  taste. 

»  -Eneid,  lib.  viii.  728 ;  Polymetis,  Dial.  xiv.  p.  230. 

10  In  various  passages  of  his  travel*;  and  in  his  conversation  01 
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OF  the  similarity  which  exists  between  poetry  and  paint- 
ing, Spence  forms  the  most  curious  conceptions  possible. 
He  believes  that  the  two  arts  were,  among  the  ancients, 
so  closely  united  that  they  constantly  went  hand  in  hand ; 
the  poet  never  suffering  himself  to  lose  sight  of  the  painter, 
nor  the  painter  of  the  poet.  That  poetry  is  the  more  com- 
prehensive art,  that  beauties  wait  on  its  bidding,  which 
painting  would  in  vain  attempt  to  attain ;  that  it  often 
has  good  reasons  for  preferring  inartistic  beauties  to  ar- 
tistic,— of  all  this  he  seems  never  once  to  have  thought ; 
and  therefore  the  most  trifling  differences  that  he  may 
observe  between  the  ancient  poets  and  artists  involve  him 
in  an  embarrassment,  by  which  he  is  driven  to  the  use  of 
the  most  strange  expedients. 

The  ancient  poets,  for  the  most  part,  attributed  horns 
to  Bacchus.  "  Therefore  it  is  surprising,"  says  Spence, 
"  that  these  horns  are  not  more  commonly  seen  upon  his 
statues." l  He  advances  first  one  reason,  then  another, 
now  the  ignorance  of  antiquarians,  now  the  smallness  of 
the  horns  themselves,  which  he  thinks  might  have  been 
hidden  under  the  grape-clusters  and  ivy-leaves  which 
were  the  constant  headdress  of  the  god.  He  hovers 
around  the  true  cause,  without  for  a  moment  suspecting  it. 
The  horns  of  Bacchus  were  not  natural  horns,  as  were  those 
of  fauns  and  satyrs.  They  were  an  ornament  of  the  browr 
which  he  could  put  on,  or  lay  aside,  at  his  pleasure. 

"  Tibi  cum  sine  cornibus  adstas 
Yirgineum  caput  est," 

is  Ovid's  festive  invocation  of  Bacchus ;  2  so  that  he  could 
show  himself  without  horns,  and  did  so  whenever  he 
wished  to  appear  in  his  girlish  beauty,  in  which  the 
artist  would  naturally  represent  him,  and  would  therefore 
be  compelled  to  avoid  every  addition  which  might  pro- 
duce a  bad  effect.  Such  an  addition  would  these  horns 
have  been,  which  were  fastened  on  the  chaplet  just  as 
they  are  seen  to  be  on  a  head  in  the  Royal  Cabinet  of 

1  Polymetis,  Dial.  ix.  p.  l'&.  *  Metamornb  lib.  iv.  19 


60  LESSING. 

Berlin.3  Such  an  addition  was  the  chaplet  itself,  which 
concealed  his  beautiful  forehead,  and  therefore  occurs  in 
the  statues  of  Bacchus  as  rarely  as  the  horns  themselves ; 
while  the  poets  are  as  continually  attributing  it  to  him 
as  its  inventor.  The  horns  and  the  chaplet  furnished  the 
poet  with  neat  allusions  to  the  actions  and  character  of 
the  god.  To  the  artist,  on  the  contrary,  they  were  impe- 
diments, preventing  the  display  of  higher  beauties ;  and 
if  Bacchus,  as  I  believe,  obtained  the  name  of  "  Biformis, 
Ai//.op<£os,"  for  this  very  reason,  viz.  that  he  could  manifest 
himself  in  beauty  as  well  as  in  frightfulness,  it  is  perfectly 
natural  that  the  artists,  from  his  two  forms,  should  have 
selected  that  which  best  corresponded  with  the  purpose  of 
their  art. 

In  Roman  poetry,  Minerva  and  Juno  often  hurl  the 
thunderbolt.  Why,  asks  Spence,  do  they  not  do  it  in 
their  statues  also  ? 4  He  answers,  "  This  power  was  the 
special  privilege  of  these  two  goddesses,  the  reason  of 
which  was,  perhaps,  first  learned  in  the  Samothracian 
mysteries.  But  since  among  the  ancient  Romans  the 
artists  were  considered  as  common  people,  and  would 
therefore  be  rarely  initiated  into  them,  they  would  doubt- 
less know  nothing  of  it,  and  what  they  knew  not  of  they 
clearly  could  not  represent."  There  are  several  questions 
which  I  might  ask  Spence  in  turn.  Did  these  common 
persons  work  on  their  own  account ;  or  at  the  bidding  of 
patrons  of  higher  rank,  who  might  be  instructed  in  these 
mysteries  ?  Did  artists  occupy  such  an  inferior  position 
in  Greece  also  ?  Were  not  the  Roman  artists  for  the  most 
part  born  Greeks  ?  and  so  forth. 

Statius  and  Valerius  Flaccus  describe  an  irritated  Venus, 
and  that  too  in  such  terrible  traits  that  at  this  moment 
she  might  be  taken  for  a  fury  rather  than  the  goddess  of 
love.  Spence  looks  around  among  the  ancient  works  of 
art  for  such  a  Venus,  but  in  vain.  What  is  the  conclusion 
he  draws  ?  Is  it  that  the  poet  has  greater  liberty  allowed 
him  than  the  sculptor  and  painter  ?  This  is  the  conclusion 
he  should  have  drawn,  but  he  had  once  for  all  adopted,  as 
fundamental,  the  principle  that  "  scarce  anything  can  be 

*  Begeri  Thes.  Brandenb.  vol.  iii.  p.  2*2, 
4  Polymetia,  Dial.  vi.  p.  63. 
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good  in  a  poetical  description  which  would  appear  absurd 
if  represented  in  a  statue  or  picture."  5  Consequently  the 
poets  must  have  committed  an  error.  "  Statius  and  Vale- 
rius belong  to  an  age  when  Koinan  poetry  was  already  in 
its  decline.  In  this  very  passage  they  display  their  bad 
judgment  and  corrupted  taste.  Among  the  poets  of  a 
better  age  such  a  repudiation  of  the  laws  of  artistic  ex- 
pression will  never  be  found."  6 

To  pronounce  such  criticisms  as  these  needs  but  small 
powers  of  discernment.  I  will  not,  however,  in  this  in- 
stance, take  up  the  defence  either  of  Statius  or  Valerius, 
but  confine  myself  for  the  present  to  a  general  observa- 
tion. The  gods  and  spiritual  beings,  as  they  are  repre- 
sented by  the  artists,  are  not  precisely  such  as  to  fulfil 
the  requisitions  of  the  poet.  With  the  artist  they  are 
personified  abstractions,  which,  in  order  to  be  at  once 
recognized,  must  perpetually  retain  their  appropriate 
characteristics.  With  the  poet,  on  the  contrary,  they  aro 
real,  acting  beings,  who,  in  addition  to  their  general  cha- 
racters, possess  other  qualities  and  feelings,  which  may 
become  the  more  prominent  according  to  the  circumstances 
in  which  they  are  placed.  In  the  eyes  of  the  sculptor 
Venus  is  only  "  Love."  He  must,  therefore,  attribute  to 
her  all  the  modest,  bashful  beauty,  all  the  graceful  charm, 
which  are  the  attractions  in  a  beloved  object ;  and  which, 
therefore,  we  include  in  our  abstract  idea  of  love.  If  there 
is  the  least  deviation  from  this  ideal,  we  can  no  longer 
recognize  her  form.  Beauty,  but  clothed  with  majesty 
rather  than  bashfulness,  becomes  at  once,  not  a  Venus, 
but  a  Juno.  Charms,  but  charms  commanding,  and  rather 
manly  than  graceful,  give  us,  instead  of  a  Venus,  a  Mi- 
nerva. An  irritated  Venus,  a  Venus  impelled  by  revenge 
and  fury,  is  a  positive  contradiction  to  the  sculptor ;  for 
love,  as  such,  is  never  angry  or  revengeful.  To  the  poet, 
on  the  contrary,  Venus  is  indeed  "  love,"  but  she  is  also 
the  goddess  of  love  who,  in  addition  to  this  character, 
has  her  peculiar  personality,  and  consequently  must  be 
just  as  capable  of  the  impulses  of  aversion  as  she  is  of 
those  of  affection.  What  wonder,  then,  if  he  paints  her  as 

•  Polymetis,  Dial.  xx.  p.  311.  •  Ibid.  Dial.  vii.  p.  74. 
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inflamed  with  indignation  and  fury,  especially  when  it  i» 
injured  love  itself  that  has  kindled  these  feelings  in  her  ? 
It  is  quite  true  that  in  groups  the  artist  as  well  as  the 
poet  can  introduce  Venus,  or  any  other  divinity,  as  apart 
from  her  peculiar  character,  a  real  and  acting  being. 
But  in  that  case  their  actions  must,  at  least,  not  contra- 
dict their  character,  even  though  not  the  immediate  con- 
sequences of  it.  Venus  bestows  upon  her  son  divine 
armour.  This  action  the  artist  can  represent  as  well  as 
the  poet.  Here  there  is  nothing  to  prevent  him  from 
giving  Venus  all  the  charm  and  beauty  which  are  her 
attributes  as  the  goddess  of  love ;  nay  rather,  in  his  work, 
she  will  be  by  these  very  attributes  the  more  easily  re- 
cognized. But  when  Venus  wishes  to  take  vengeance 
upon  her  conternners,  the  men  of  Lemnos,  and  with  wil<l 
dilated  form,  with  flushed  cheeks,  dishevelled  hair,  and 
torch  in  hand,  she  wraps  a  sable  robe  around  her,  and 
stormily  descends  upon  a  gloomy  cloud,  this  is  no  moment 
for  the  artist,  since  at  this  moment  there  is  no  feature  by 
which  he  could  render  her  capable  of  being  recognized. 
It  is  only  a  moment  for  the  poet,  because  he  has  the  pri- 
vilege of  combining  with  it  another,  in  which  the  goddess 
is  wholly  Venus,  so  nearly  and  so  closely,  that  she  is  never 
lost  sight  of  in  the  fury.  This  Flaccus  does  : — 

"  Neque  enim  alma  videri 

Jam  tumet ;  aut  tereti  crinem  subnectitur  auro, 
Sidereos  diffusa  sinus.     Eadem  eifera  et  ingens 
Et  maculis  sufiecta  genas :  pinumque  sonantem 
Virginibus  Stygiis,  nigramque  simillima  pallam  w  T 

Statius  does  the  same  : — 

"  Ilia  Paphon  vetefem  centumque  altaria  linquens. 
Nee  vultu  nee  crine  prior,  solvisse  jugalem 
Ceston,  et  Idalias  procul  ablegasse  volucres 
Fertur.     Erant  certe,  media  qui  noctis  in  umbra 
Divam  alios  ignes  majoraque  tela  gerentem, 
Tartarias  inter  thalamis  volitasse  sorores 
Vulgarent :  utque  implicitis  arcana  domorum 
Anguibus,  et  saeva  formidine  cuncta  replerit 
lamina."  8 

'  Argonaut,  lib.  ii  102.  •  Thcbaid.  lib.  v.  61. 
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But  it  may  be  said  the  poet  alone  possesses  the  power 
of  painting  with  negative  traits,  and,  by  mixing  the  nega- 
tive and  positive  together,  of  uniting  two  appearances  in 
one.  No  longer  is  she  the  graceful  Venus ;  no  longer  are 
her  locks  bound  with  golden  clasps ;  no  azure  robe  is 
floating  round  her ;  her  girdle  is  laid  aside ;  she  is  armed 
with  other  torches  and  larger  arrows  than  her  own ; 
furies,  like  herself,  bear  her  company.  But  there  is  no 
reason,  because  the  artist  is  compelled  to  abstain  from  the. 
exercise  of  this  power,  that  the  poet  should  do  the  same. 
If  painting  must  needs  be  the  sister  of  poetry,  let  her  not 
be  a  jealous  sister ;  and  let  not  the  younger  forbid  the 
elder  every  ornament  that  does  not  sit  well  upon  herself. 


CHAPTEE   IX. 

IF  we  wish  to  compare  the  painter  and  poet  together  in 
single  instances,  we  must  first  inquire  whether  they  both 
enjoyed  entire  freedom ;  whether,  uninfluenced  by  any 
external  pressure,  they  could  labour  at  producing  the 
highest  effect  of  their  respective  arts. 

Such  an  external  influence  was  often  exercised  by  reli- 
gion over  the  ancient  artist.  His  work,  destined  for  wor- 
ship and  devotion,  could  not  always  be  as  perfect  as  if  the 
pleasure  of  the  beholders  had  been  his  sole  aim.  The 
gods  were  overburdened  with  allegorical  emblems  by 
superstition,  and  the  most  beautiful  of  them  were  not 
everywhere  worshipped  as  such. 

Bacchus,  in  his  temple  of  Lemnos,  out  of  which  the 
pious  Hypsipyle,  in  the  form  of  the  god,1  rescued  her 

1  VALERIUS  FLACCUS,  lib.  ii.  Argonaut.  265-273 : — 

"  Serta  patii,  juvenisque  comam  vestesque  Lyaei 
Induit,  et  medium  cunu  locat :  aeraque  circuin 
Tympanaque  et  pleiias  tacita  forrnidine  cistas. 
Tpsa  sinus  hederisque  ligat  famularibus  artus : 
Pampineamque  qu&tit  veutosis  ictibus  hastain, 
Kespiciens :  teneat  virides  velatus  habenas 
Ut  pater,  et  nivea  tumeaut  ut  cornua  mitra, 
Et  sacer  ut  Bacehum  referat  scyphus." 

The  word  tumeant,  in  the  last  line  but  one,  seems  to  indicate  thai 
thehoras  of  Bacchus  were  not  quite  so  small  as  Spence  imagines. 


.  64  LESSING. 

father,  was  represented  with  horns,  and  so,  without  doubt, 
he  appeared  in  all  his  temples ;  for  these  horns  were  sym- 
bolic, and  one  of  the  indications  of  his  being.  But  the 
unfettered  artist,  who  executed  his  Bacchus  for  no  temple, 
omitted  this  emblem ;  and  if  we,  among  the  extant  statues 
of  this  god,  find  none  in  which  he  is  represented  with 
horns,2  it  is  perhaps  a  proof  that  none  of  the  consecrated 
images  under  which  he  was  actually  worshipped  are  re- 
jnaining.  Besides,  it  is  exceedingly  probable  that  upon 
these  latter,  principally,  fell  the  fury  of  the  pious  icono- 
clasts of  the  first  centuries  of  Christianity  ;  by  whom  only 
here  and  there  a  work  of  art,  if  polluted  by  no  adoration, 
wa>5  sometimes  spared. 

As,  however,  among  the  excavated  antiques,  pieces  of 
both  kinds  are  to  be  found,  it  were  to  be  wished  that  the 
title  of  works  of  art  was  confined  to  those  alone  in  which 
the  artist  had  the  power  of  really  showing  himself  to  be 
such,  in  which  beauty  was  his  primary  and  ultimate  ob- 
ject. None  of  the  others,  in  which  too  evident  traces 
testify  to  religious  conformity,  deserve  this  name,  because 
in  their  case  art  did  not  labour  on  its  own  account,  but 
was  a  mere  helpmate  to  religion,  which,  in  the  material 
subjects  that  it  afforded  for  representation,  looked  rather 
to  significance  than  to  beauty.  Yet  for  all  that  I  do  not 
mean  to  maintain  that  it  has  not  frequently  embodied 
all  that  was  significant  in  the  beautiful,  or  at  least,  out 
of  indulgence  to  the  art  and  the  fine  taste  of  the  age, 

*  The  so-sailed  Bacchus  in  the  gardens  of  the  Medici  at  Rome 
(Montfaucon,  Suppl.  aux  Antiq.  t.  i.  p.  254)  has  little  horns,  just 
sprouting  from  his  forehead.  But  there  are  some  connoisseurs  who, 
for  that  very  reason,  think  it  would  be  more  properly  considered  a 
faun.  In  fact  such  natural  horns  arc  a  degradation  of  the  human  form, 
and  can  only  become  beings  who  ore  esteemed  a  kind  of  link  between 
man  and  brute.  Hcsides  the  attitude,  the  longing  look  w  ith  which  he- 
eye."  the  grapes  held  over  him  is  more  suited  to  one  of  his  attendants 
titan  to  the  god  himself.  I  here  recollect  what  Clemens  Alexandrine 
says  of  Alexander  the  Great  (Protrept.  p.  48,  Edit.  Pott.):  'EBov\tro 
Sf  /cal  'AAe'favSpos  'A^iwyos  w'bs  tlvcu  SoKflv,  Kal  Kfpd(T<f>opos  aifair^dr- 
T«r6cu  fpbs  ruv  aya\naTOTroiiav,  rb  Ka\bv  avBpioTrov  vfipiaai  ffirevSwt 
Kfpan.  It  was  Alexander's  express  wish  that  the  sculptor  should 
represent  him  with  home;  he  was  quite  content  that  the  hum;m 
beauty  of  his  form  should  be  degraded  by  them,  provided  he  should  Le 
believed  to  have  sprang  from  a  divine  origin. 
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dispensed  with  so  much   of  the  tormer  that   the  latter 
seemed  to  prevail  alone. 

If  no  such  distinction  is  drawn,  the  connoisseur  and 
antiquary  will  be  constantly  coming  into  collision,  because 
they  do  not  understand  one  another.  If  the  former, 
from  his  insight  into  the  intention  of  art,  maintains 
that  the  ancient  artist  could  not  have  produced  this  or 
that  work,  i.e.  not  as  an  artist,  not  spontaneously ;  the 
latter  stretches  this  into  an  assertion  that  neither  religion 
nor  any  other  external  cause,  lying  outside  the  region  of 
art,  could  have  caused  its  execution  by  the  artist,  i.e. 
by  the  artist  as  a  craftsman.  Thus  he  believes  he  can 
refute  the  connoisseur  with  the  first  statue  that  comea- 
to  hand,  which  the  latter,  without  the  least  scruple, 
though  to  the  great  scandal  of  the  learned  world,  con- 
demns again  to  the  heap  of  rubbish  from  which  it  was 
extracted.3 

3  When  I  asserted  above  that  the  ancient  artists  had  never  executed 
a  fury  [see  p.  15,  and  note],  it  had  not  escaped  me  that  the  furies  had 
more  than  one  temple,  in  which  there  certainly  must  have  been  statues. 
In  that  at  Kerynea,  Pausanias  found  some  of  wood,  which  were  ntither 
large  nor  in  any  rther  respect  worthy  of  remark ;  but  it  seemed  that  art, 
forbidden  to  exhibit  its  powers  in  the  statues  of  the  goddesses,  displayed 
them  in  those  of  their  priestesses ;  which  stood  in  the  vestibule  of  the 
temple,  and  were  most  beautifully  executed  in  stone  (Pausanias 
Achaic.  xxv.  p.  587,  edit.  Kiihn).  Neither  had  I  forgotten  that  it  is 
supposed  that  their  heads  may  be  seen  upon  an  abraxas  made  known 
by  Chiffletius,  and  upon  a  lamp  in  Licetus  (Dissertat.  sur  les  Furies 
jar  Bannier,  Me'moires  de  1'Acade'mie  dee  Inscriptions,  t.  v.  p.  48). 
Nor  was  that  urn  of  Etruscan  workmanship  in  Gori  (Mus.  Etrusc. 
tab.  151)  unknown  to  me,  upon  which  Orestes  and  Pylades  are  drawn 
attacked  by  furies  with  torches.  I  spoke,  however,  of  works  of  art 
only,  from  which  I  believe  that  all  these  pieces  may  be  excluded ;  and 
even  if  the  last-mentioned  work  were  not  to  be  excluded  with  the  rest, 
yet  when  considered  from  another  point  of  view  it  serves  to  corrobo- 
rate my  opinion  rather  than  contradict  it.  For  though  beauty  was  not, 
generally  speaking,  the  aim  of  Etruscan  artists,  yet  even  here  the  furies 
are  not  denoted  by  their  horrible  features  so  imich  as  by  their  demeanour 
and  attributes.  Indeed  so  mild  is  their  expression,  while  they  thrust  their 
torches  into  the  very  eyes  of  Pylades  and  Orestes,  that  they  appear  as  if 
they  only  wished  to  frighten  them  in  jest.  We  can  only  infer  how  terri- 
ble they  appeared  to  the  two  friends  from  their  terror,  but  in  no  way  from 
the  figures  of  the  furies  themselves.  They  are  therefore  furies,  and  yet 
uot.  They  perform  the  office  of  furies,  yet  not  with  that  representa- 
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On  the  other  hand,  too  much  importance  may  be  attri- 
buted to  the  influence  exercised  by  religion  upon  art. 
Spence  affords  us  a  curious  example  of  this.  He  found  in 
Ovid  that  Vesta  was  not  worshipped  in  her  temple  under 
any  personal  image ;  and  this  seemed  to  him  a  sufficient 
ground  for  concluding  that,  as  a  universal  rule,  there 
were  nD  statues  of  this  goddess,  and  that  all  which  had 
hitherto  been  considered  such  represent  not  Vesta  but  a 
vestal.4  A  strange  conclusion  !  Did  the  artist  lose  his 
right  to  personify  a  being  to  whom  the  poets  give  a  defi- 
nite personality ;  whom  they  represent  as  the  daughter  of 
.  Saturn  and  Ops ;  whom  they  depict  as  being  in  danger  of 
falling  under  the  brutality  of  Priapus,  and  all  the  rest 
that  they  tell  of  her; — did  the  artist,  I  say,  lose  his  right 
to  personify,  in  his  own  manner,  this  being,  because,  in  a 
single  temple,  she  was  only  worshipped  under  the  symbol 
of  fire  ?  For  Spence  here  further  commits  the  error  of 
••extending  what  Ovid  states  only  of  one  particular  temple 


•f.ion  of  anger  and  rage  which  we  arc  accustomed  to  associate  with  the 
name;  not  with  a  brow  which,  as  Catullus  says,"  expirantis  prseportit 
pectoris  iras."  But  lately  Herr  Winckelmann  thought  he  had  discovered 
a  fury,  \\ith  dishevelled  dress  and  hair,  and  a  dagger  in  her  hand,  upon 
a  cornelian  in  the  cabinet  of  Herr  Sto.-s  (Bibl.  d.  Sch.  Wiss.  vol.  v. 
p.  30).  Hagedora  advises  artists,  on  the  strength  of  this,  to  introduce 
furies  into  their  pictures  (Betrachtungen  iiber  die  Malerei,  p.  222). 
Winckelmann  himself,  however,  lias  since  thrown  doubts  upon  this  dis- 
covery, because  he  cannot  find  any  grounds  for  believing  that  among 
the  ancients  the  furies  were  ever  armed  with  daggers  instead  of 
torches  (Descrip.  dcs  Pierres  giavecs,  p.  84).  Doubtlessly,  therefore, 
he  does  not  consider  the  figure,  s  uj:on  the  coins  of  the  towns  Lyrba 
and  Massaura,  which  Spanlicim  pronounced  Furies,  as  such  (Lcs 
Cesars  de  Julieu,  p.  44),  but  as  a  Hecate  triformis ;  for  otherwise  a 
fury  might  here  also  be  seen  bearing  a  dagger  in  either  hand  ;  and  it  is 
burious  that  this  too  appears  with  her  ha'r  uncovered  and  dishevelled, 
whereas  in  other  cases  furies  are  covered  with  a  veil.  But  supposing 
Herr  Winckelmann's  first  conjecture  to  be  right,  still  the  ease  would  be 
the  same  with  the  engraved  stone  and  the  Etruscan  urn  ;  no  features  can 
be  recognized  on  account  of  the  minuteness  of  the  work.  Besides, 
engraved  stones  generally,  on  account  of  their  use  as  seals,  may  be  con- 
sidered as  belonging  to  symbolical  language;  and  the  figures  upon 
them  may  be  more  frequently  arbitrary  emblems  of  their  owners  than 
upontaneous  productions  of  the  artist. 

4  Polymetis,  Dial,  vii  p.  81. 
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of  Vesta,  viz.  the  one  at  Borne,5  to  all  her  temples  without 
distinction,  and  to  her  worship  universally.  It  does  not 
necessarily  follow  that  she  was  worshipped  everywhere 
as  she  was  in  this  temple  at  Eome;  nay,  before  Numa 
built  it  she  was  not  thus  worshipped,  even  in  Italy. 
Numa  did  not  wish  to  have  any  divinity  represented  by 
either  the  human  or  the  brutish  form ;  and  the  improve- 
ment which  he  effected  in  the  worship  of  Vesta,  without 
doubt  consisted  in  the  rejection  of  all  personal  represen- 
tation of  her.  Ovid  himself  informs  us  that,  before  the 
time  of  Nunia,  there  were  statues  of  Vesta  in  her  temple, 
which  from  shame,  when  their  priestess  Sylvia  became  a 
mother,  covered  their  eyes  with  maiden  hands.6  That 
even  in  the  temples  which  the  goddess  possessed  outside 
the  city,  in  the  Eoman  provinces,  her  worship  was  not 
precisely  that  established  by  Numa  appears  to  be  proved- 

*  Fasti,  lib.  vi.  v.  295-98  :— 

"  Esse  diu  stultus  Vestae  simulacra  putavi: 

Mox  didici  curvo  nulla  subesse  dolo. 
Ignis  inextinctus  templo  cselatur  in  illo ; 
Effigiem  nullam  Yesta,  nee  ignis,  habet." 

Ovid  is  speaking  only  of  the  worship  of  Vesta  at  Rome,  and  of  the-" 
temple  which  Numa  had  there  built  her,  of  which  he  says  short]?' 
before  (v.  259):— 

"  Kegis  opus  placidi,  quo  non  metuentius  ulluru 
Numinis  ingenium  terra  Sabina  tulit." 

•  Fasti,  lib.  iii.  v.  45,  46  :— 

"  Sylvia  fit  mater ;  Vestse  simulacp,  feruntur 
Virgineas  oculis  opposuisse  manus." 

It  is  thus  that  Spence  should  have  compared  OviJ's  different  state" 
ments.  The  poet  speaks  of  different  periods  :  in  the  latter  passage,  of 
the  age  preceding  Numa  ;  in  the  former,  of  a  time  subsequent  to  him. 
During  the  former  she  was  worshipped  in  Italy  under  personal  repre- 
sentations as  she  had  been  in  Troy,  from  whence  -lEntas  had  intro- 
duced her. 

"...  Manibus  vittas,  Vestamque  potentem, 

JEternuruque  adytis  effert  penetralibus  igneni," 

Bays  Virgil  of  the  spirit  of  Hector,  after  it  has  counselled  JSneas  to 
lake  flight.  Here  a  distinction  is  expressly  drawn  between  the  eternal 
fire  and  Y>sta  or  her  statue.  Spence  cannot  have  studied  the  Latin 
poets  with  sufficient  attention  for  his  purpose,  since  this  passage  has 
escaped  him. 

D  2 
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by  several  old  inscriptions,  in  which  mention  is  made  of  a 
Pontifex  Vestse.7  At  Corinth,  too,  there  was  a  temple  of 
Yesta,  without  any  image  at  all,  but  with  a  simple  altar, 
upon  which  sacrifices  were  offered  to  her.8  But  does  this 
show  that  the  Greeks  had  no  statues  of  Vesta?  At 
Athens  there  was  one  in  the  Prytaneion  near  the  statue 
of  Peace.9  The  people  of  Jasos  boasted  that  they  possessed 
one  upon  which,  although  it  stood  in  the  open  air,  neither 
-snow  nor  rain  ever  fell.10  Pliny  mentions  one,  in  a  sitting 
posture,  from  the  hand  of  Skopas,  which  in  his  time 
might  be  seen  in  the  Servilian  garden  at  Eoine.11  And, 
allowing  that  it  is  not  easy  for  us  to  distinguish  a  mere 
Vestal  from  a  Vesta  itself,  does  this  prove  that  the  an- 
<:ients  could  not,  still  less  would  not,  draw  this  distinction  ? 
Certain  emblems  of  art  are  manifestly  more  in  favour  of 
the  one  than  of  the  other.  The  sceptre,  the  torch,  the 
palladium  can  only  be  presumed  to  be  in  the  hand  of  a 
goddess.  The  cymbal  which  Codinus  attributes  to  her 
might  peilaps  belong  to  her  only  as  the  Earth ;  or  Codiuus 
may  not  have  really  known  what  it  was  he  saw.12 

"*  Lipsius  du  Vesta  ct  Vestalibus,  cap.  13, 
'8  Pausanias,  Corinth,  lib.  ii.  cap.  35,  sect.  1. 
'••  Pausanias,  Attic,  lib.  i.  cap.  18,  sect.  3. 

10  Polyb.  Hist.  lib.  xvi.  11,  Oper.  vol.  ii.  p.  443,  edit.  Enuati. 

11  Plinius,  xxxvi.  4,  7,  edit.  Tauch. :  "  Scopas  fecit  Vestam  seden- 
tem  laudatam  in  Servilianis  bortis."    Lipsius  must  have  had   this 
passage  in  his  mind  when  he  wrote  (De  Vesta,  cap.  3) :  "  Plinius  Vestarn 
cedentcm  effingi  solitam  osteiidit,  a  stabilitate"  ;  but  he  had  no  right 
to  assume  that  what  Pliny  said  of  a  particular  piece  of  Skopas  WHS  a 
characteristic  universally*dopted  in  the  goddc  ss's  statues.    He  himself 
remarks  that  on  the  coins  Vesta  appears  standing  as  often  as  sitting  ; 
by  this  observation,  however,  he  corrects,  not  Pliny,  but  his  owu  mis- 
•taken  imagination. 

12  Georg.  Codinus  de  originib.  Constant.,  edit.  Venet.  p.  12:   TV 
•yriv  \tyovmv  'Effrlaaf,  KOI  irAarroucnj'  airrjc  jvva'iKa,  rvin.ira.vov  fiaa-ra^ov- 
aa.Vj  tVeiSr)  rovs  avffnovs  it  77}  v<p'  eatirV  (rvyK\titi.     Suidas,  either  on 
Codinus'  authority,  or  perhaps  drawing  from  a  common  source  with 
him,  says  the  tame  in  his  account  of  the  word  tafia..    "The  earth  is 
represented  under  the  name  of  Vesta  as  a  woman  carrying  a  tympanum, 
in  which  she  is  supposed  to  hold  the  winds  confined."  The  reason  given 
is  tomewhat  absurd ;  it  would  have  bceu  more  plausible  to  have  said  that 
the  tympanum  was  one  of  her  attribut<s,  because  the  ancients  believed 
that  she  resembled  it  in  shape,  (TX^M«  avrfis  rvniravoftSts  dvcu.    (Plu- 
tarchus  de  plaeitis  Philos  cap.  10,  id.  de  facie  in  orbe  Lunac.)    Only  it 
Ls  possible  enough  that  Codiuus  may  have  beeu  mistaken  in  the  figure. 
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CHAPTER  X. 

I  GO  on  to  notice  an  expression  of  surprise  in  Spence, 
which  most  significantly  proves  how  little  reflexion  he  can 
have  bestowed  upon  the  nature  of  the  limits  of  Art  and 
Painting. 

"  As  to  the  muses  in  general,"  he  says, "  it  is  remarkable 
that  the  poets  say  so  little  of  them  in  a  descriptive  way; 
much  less  indeed  than  might  be  expected  for  deities  to 
whom  they  are  so  particularly  indebted."  1 

What  does  this  mean,  if  not  that  he  feels  surprised  that, 
when  the  poet  speaks  of  the  deities,  he  does  not  do  it  in 
the  dumb  speech  of  the  painter?  Urania,  with  the  poets, 
is  the  muse  of  astronomy ;  from  her  name  and  her  perform- 
ances we  at  once  recogniie  her  office.  The  artist,  in  order 
to  render  it  palpable,  represents  her  pointing  with  a  wand 
to  a  globe  of  the  heavens.  This  wand,  this  celestial  globe, 
and  this  posture  are,  as  it  were,  his  letters,  from  which 
he  leaves  us  to  spell  out  the  name  Urania.  But  when  the 
poet  wishes  to  say  that  "  Urania  had  long  ago  foreseen  his 
death  in  the  aspect  of  the  stars  " — 

"  Ipsa  diu  positis  lethum  praedixerat  astris 
Uranie"2 

— why  should  he,  out  of  respect  to  the  painter,  subjoin, 
"  Urania,  wand  in  hand,  and  heavenly  globe  before  her  "? 
Would  it  not  be  as  though  a  man  who  could  and  might 
speak  clearly  should  still  make  use  of  those  signs  which 


or  in  the  name,  or  in  both.  Perhaps  he  knew  no  better  name  to  give  to 
what  he  saw  in  Vesta's  hand  than  "  tympanum,"  or  heard  it  called 
a  tympanum,  and  it  never  struck  him  tLat  a  tympanum  could  be  any- 
ti.iug  else  than  the  instrument  which  we  call  a  kettle-drum.  Tympana, 
however,  were  aLo  a  kind  of  wheel : — 

"  Hinc  radios  trivere  rotis,  hinc  tympana  plaustria  Agricolje — " 

(Virgilius,  Georgia,  ii.  444).  The  symbol  which  we  see  in  the 
h  inJs  of  the  Ve. -.la  of  Fabretti  (ad  Tabulam  Iliadis,  p.  334)  seems  to 
me  to  be  very  like  such  a  wheel,  though  this  scholar  takes  it  for  a 
handmill. 

1  Polymetis,  Dial.  viii.  p.  91,  *  Statius,  Theb.  viii.  55L 
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the  mutes  in  the  seraglios  of  the  Turks,  from  an  inability 
to  articulate,  have  adopted  among  themselves  ? 

Spence  again  expresses  the  same  surprise  at  the  moral 
beings,  or  those  divinities,  to  whom  the  ancients  allotted 
the  superintendence  of  virtues,  or  whom  they  supposed  to 
preside  over  the  conduct  and  events  of  human  life.3  "  It 
is  observable,"  he  says,  "  that  the  Roman  poets  say  less 
of  the  best  of  these  moral  beings  than  might  be  expected. 
The  artists  are  much  fuller  on  this  head;  and  one  who 
would  settle  Avhat  appearances  each  of  them  made  should 
go  to  the  medals  of  the  Roman  emperors.4  The  poets,  in 
fact,  speak  of  them  very  often  as  persons;  but  of  their 
attributes,  their  dress,  and  the  rest  of  their  figure  they 
generally  say  but  little." 

When  the  poet  personifies  abstractions,  they  are  suffi- 
ciently characterized  by  their  names  and  the  actions 
which  he  represents  them  as  performing. 

The  artist  does  not  command  these  means.  He  is  there- 
fore compelled  to  add  to  his  personified  abstractions  some 
emblems  by  which  they  may  be  easily  recognised.  These 
emblems,  since  they  are  different  and  have  different  signi- 
fications, constitute  them  allegorical  figures. 

A  female  form,  with  a  bridle  in  her  hand ;  another,  lean- 
ing against  a  pillar,  are,  in  art,  allegorical  beings.  On 
the  contrary,  with  the  poets,  Temperance  and  Constancy 
are  not  allegorical  beings,  but  personified  abstractions. 

The  invention  of  these  emblems  was  forced  upon  artists 
by  necessity.  For  thus  only  can  they  make  it  understood 
what  this  or  that  figure  is  intended  to  signify.  But  why 
should  the  poet  allow  that  to  be  forced  upon  him  to  which 
the  artists  have  only  been  driven  by  a  necessity,  in  which 
he  himself  has  no  share  ? 

What  causes  Spence  so  much  surprise  deserves  to  be 
prescribed,  as  a  general  law,  to  poets.  They  must  not 
convert  the  necessities  of  painting  into  a  part  of  their  own 
wealth.  They  must  not  look  upon  the  instruments  which 
art  has  invented  for  the  sake  of  following  poetry  as  per- 
fections of  which  they  have  any  cause  to  be  envious. 
When  an  artist  clothes  an  image  with  symbols,  he  exalts 

8  Polymetis,  Dial.  x.  ?,  137.  4  Ibid.  p.  134. 
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a  mere  statue  to  a  higher  being.  But  if  the  poet  makea 
use  of  these  artistic  decorations,  he  degrades  a  higher 
being  into  a  puppet. 

As  this  rule  is  confirmed  by  the  practice  of  the  ancients, 
so  is  its  intentional  violation  the  favourite  fault  of  modern 
poets.  All  their  imaginary  beings  appear  masqued,  and 
the  artists  who  are  most  familiar  with  the  details  of  this 
masquerade  generally  understand  least  of  the  principal 
work,  viz.  how  to  make  their  beings  act,  and  act  in  such 
a  way  as  to  indicate  their  characters. 

Still,  among  the  attributes  with  which  the  artists 
characterize  their  abstractions,  there  is  a  class  which  is 
more  capable  and  more  deserving  of  being  adopted  by  the 
poets.  I  mean  those  which  possess  nothing  properly 
allegorical,  but  are  to  be  considered  less  as  emblems  than 
as  instruments,  of  which  the  beings  to  whom  they  are 
attributed,  should  they  be  called  upon  to  act  as  real 
persons,  would  or  could  make  use.  The  bridle  in  the 
hand  of  Temperance,  the  pillar  against  which  Constancy 
is  leaning,  are  entirely  allegorical,  and  therefore  of  no  use 
whatever  to  the  poet.  The  scales  in  the  hand  of  Justice 
are  somewhat  less  so  because  the  right  use  of  the  scales 
is  really  a  part  of  justice.  But  the  lyre  or  flute  in  the 
hand  of  a  Muse,  the  lance  in  the  hand  of  Mars,  the 
hammer  and  tongs  in  the  hands  of  Vulcan,  are  in  reality 
not  symbols,  but  simply  instruments,  without  which  these 
beings  could  not  produce  the  results  which  we  ascribe  to 
them.  Of  this  class  are  those  attributes  which  the  ancient 
poets  sometimes  introduce  in  their  descriptions,  and  which, 
on  that  account,  I  might,  in  contradistinction  to  the  alle- 
gorical, term  the  poetical.  The  latter  signify  the  thing 
itself,  the  former  only  something  similar  to  it.5 

5  In  the  picture  which  Horace  draws  of  Necessity,  an:l  which  is 
perhaps  the  richest  iu  attributes  that  can  be  found  among  the  poeta 
(Od.  i.  35)— 

"Te  semper  anteit  saeva  Necessitaa; 
Cltivos  trabales  et  cuneos  rnanu 
Gestans  ahenea  ;  nee  severus 

Uncus  abest  liquidumque  plumbum," 

whether  we  take  the  nails,  the  clamps,  the  molten  lead,  for  means 
of  firmly  securing  or  for  instruments  of  punishment,  they  must 
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COUNT  CAYLUS    also    appears    to    desire    that   the    poet 
should    clothe    his    imaginary    beings   with    allegorical 


alike  be  considered  as  belonging  to  the  clasg  of  poetical  rather  than 
allegorical  attributes ;  yet  there  are  too  many  of  them  even  when 
considered  as  such;  and  the  passage  is  one  of  the  coldest  in  Horace, 
Sanadon  says:  "J'ose  dire  qne  ce  tableau,  pris  dans  le  detail,  serait 


generales  aux  ide'es  singuliercs.  C'est  dommage  que  le  Poete  ait  eu 
besoin  de  ce  correctif.''  Sanadon's  feeling  was  just  and  refined,  but 
his  justification  of  it  is  based  upon  false  grounds.  The  passage  is 
unpleasing,  not  because  the  attributes  made  use  of  are  an  "attirail 
patibulaire"  (for  he  had  the  option  of  adopting  the  other  interpreta- 
tion, and  thus  changing  the  instruments  of  execution  into  the  firmest 
cements  employed  iu  building),  but  because  they  are  peculiarly 
addressed  to  the  eyes ;  and,  if  we  attempt  to  acquire  by  the  car  con- 
ceptions which  would  b3  naturally  conveyed  through  the  eyes,  a 
greater  effort  is  required,  while  the  ideas  themselves  are  incapable  of 
the  same  distinctness.  The  continuation  of  the  above-quoted  stanza 
in  Horace,  moreover,  reminds  me  of  a  few  mistakes  of  Speuce,  which  do 
not  create  the  most  favourable  impression  of  the  accuracy  with  which 
he  has  weighed  the  passages  lie  has  cited  from  the  ancient  poets.  He 
is  speaking  of  the  figure  under  which  the  Romans  worshipped  Faith 
or  Honesty  (Dial.  x.  p.  145).  "The  Romans  called  her  'F.djs';  and 
when  they  called  her  '  Sola  Fides,'  seem  to  mean  the  same  as  we  do  by 
the  words  '  downright  honesty.'  She  is  represented  with  an  erect,  open 
air,  and  with  nothing  but  a  thin  robe  on,  so  fine  that  one  might  see 
through  it.  Horace  therefore  c;ills  her  thin-dressed  in  one  of  his  odes; 
and  transparent  in  another."  In  this  short  passage  there  are  not  less 
than  three  gross  mistakes.  Firstly,  it  is  false  that  sola  was  a  peculiar 
epithet  applied  by  the  Romans  to  the  goddess  Fides.  In  both  the 
passages  of  Livy,  which  he  quotes  to  prove  this  (lib.  i.  §  21,  lib.  ii. 
§  3),  it  signifies  nothing  more  than  it  always  signifies,  viz.  "  the  exclu- 
sion of  everything  else."  In  the  first  passage  the  Wi  even  appears 
suspicious  to  the  critics,  and  is  supposed  to  have  crept  into  the  text 
through  a  fault  of  transcription  occasioned  by  t\\csolenne,  which  stands 
next  it.  In  the  second  quotation  Livy  is  speaking,  not  of  Fides,  but  of 
Inuocentia.  Secondly,  it  is  stated  that  in  one  of  his  odes  (viz.  the  one 
above  mentioned,  lib.  i.  35)  Horace  has  bestowed  upon  Fides  the 
epithet  "  thin-dressed  "  : — 

«Te  Sp3s,  et  albo  rara  Fides  colit 
Velato  panno." 
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symbols.1  The  Count  understood  painting  far  better  than 
he  did  poetry. 

It  is  true  tliat  rarus  does  also  means  thin ;  but  here  it  simply  signifies 
"  rare,"  i.e.  "  what  is  seldom  met  with,"  and  is  applied  to  Fides  herself, 
and  not  to  her  dress.  Spcnce  would  have  been  right,  had  the  poet 
said,  "  Fides  raro  velata  panno."  Thirdly,  Horace  is  said  in  another 
passage  to  call  Faith  or  Integrity  "  transparent,"  and  to  mean  the 
same  as  when  we  say  (in  our  professions  of  fidelity  and  honesty)  "  I 
wish  you  could  see  into  my  breast,"  or  "  I  wish  that  you  could  see 
through  me."  This  passage  is  the  following  liue  of  the  eighteenth  ode 
of  the  first  book  : — 

"  Arcanique  Fides  prodiga,  pcllucidior  vitro." 

How  could  any  one  so  suffer  himself  to  be  misled  by  a  mere  word  ? 
Is  the  Fides  arcani  proiliya,  Faithfulness,  or  is  it  not  rather  Faithless- 
ness? It  is  of  this  last  that  Horace  speaks  as  being  "as  transparent 
as  glass,"  because  she  exposes  to  every  gaze  the  secrets  that  have  been 
entrusted  to  her. 

1  Apollo  delivers  the  body  of  Sarpe  Ion  purified  and  embalmed  to 
Death  and  Sle,-p,  to  carry  to  his  fatherland  (II.  xvi.  681)  : — 

Hf/jLiTf  8e  /J.iv  iro^jLTroiffiv  S-fjio.  Kpanrvoiffi  (pfptffBai, 
"firvif  teal  Qa.va.Ttf  StSv/j.d.ocrtv. 

Caylus  recommends  this  idea  to  the  painter,  but  ad-Is:  "II  est 
fachcux  qu'Homere  ne  nous  ait  rien  laisse  sur  les  attributs  qu'on 
donuait  de  son  temps  au  Sommeil ;  nous  ne  cotmaissons,  pour  carac- 
te'riser  ce  Dieu,  que  son  action  meme,  et  nous  le  couronuons  de  pavots. 
Ces  ide'es  sont  modernes  ;  la  premiere  est  d'un  mediocre  service,  mais 
elle  ne  pent  etre  employe'e  dans  le  cas  pre'sent,  oil  meme  les  fleurs  me 
paroissent  de'place'^s,  surtout  pour  une  figure  qui  groupe  avec  la  mort" 
(Tableaux  tires  de  1'Iliade,  de  1'Odysse'e  d'Homere  et  de  1'Eneide  de 
Virgile,  avec  des  observations  ge'ne'rules  sur  le  Costume;  a  Paris, 
1757-58).  This  is  requiring  of  Homer  one  of  those  trifling  ornaments 
which  are  mo^t  slro.igly  opposed  to  the  grandeur  of  his  style.  The 
most  iugjnious  attributes  he  could  I  ave  bestowed  on  Sleep  would  not 
have  characterized  him  nearly  so  perfectly,  would  not  have  called  up 
iu  us  nearly  so  lively  an  idea  of  him,  as  does  the  single  trait  by  which 
he  represents  him  as  the  twin  brother  of  Death.  Let  the  artist  but 
express  this  and  he  may  dispense  with  all  attributed.  The  ancient 
artists  have,  in  fact,  represented  Death  and  Sleep  with  that  resem- 
blance between  the  two  which  is  naturally  expected  in  twins.  On  a 
chest  of  cedar  wood  in  the  temple  of  Juno  at  Elis  they  were  carved  as 
two  boys,  sleeping  in  the  arms  of  Night.  Only  the  one  was  white, 
while  the  other  was  black  ;  the  one  slept,  the  other  appeared  to  sleep ; 
both  had  their  feet  crossed ;  for  I  prefer  to  translate  tLe  words  of  Pau- 
sauias  (Eiiac.  cap.  xviii.),  a./j.(poTfpovs  Sifffrpafinevous  TOIH  woSas,  by 
this  rather  than  by  "  with  crooked  feet,"  or,  as  Geduyn  has  rendered 
it  in  his  language,  "  les  pieds  contrefa.ts."  What  expression  would 
crooked  feet  have  here?  But  to  lie  with  the  feet  crossed  is  the 
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Yet,  in  the  work  in  which  he  expresses  this  desire,  I 
have  found  occasion  for  some  weightier  reflexions,  the 
most  important  of  which  I  now  notice,  in  order  to  afford 
it  a  maturer  consideration. 

The  artist,  according  to  the  Count's  view,  should  make 
himself  more  closely  acquainted  with  the  greatest  of 
descriptive  poets,  Homer — that  second  nature.  He  shows 
him  what  rich  and  hitherto  unemployed  materials  for  the 
most  excellent  pictures  the  story  written  by  the  Greek 
affords,  and  that  the  more  closely  he  adheres  even  to  the 
most  trifling  circumstances  mentioned  by  the  poet  the 
more  likely  he  is  to  succeed  in  the  execution  of  his  work. 

In  this  proposition,  the  two  kinds  of  imitation  which  I 
distinguished  above  are  again  confounded.  The  painter 
shall  not  only  represent  what  the  poet  has  represented, 
but  the  details  of  his  representation  shall  be  the  same. 
He  shall  make  use  of  the  poet,  not  only  as  a  relater,  but 
as  a  poet. 

But  why  is  not  this  second  kind  of  imitation,  which  is 
so  degrading  to  a  poet,  equally  so  to  an  artist  ?  If  a  series 
of  such  pictures  as  Count  Caylus  has  adduced  from  Homer 
had  existed  in  the  poet's  time,  and  we  knew  that  he  had 
derived  his  work  from  them,  would  he  not  be  immeasurably 
lowered  in  our  admiration?  How  then  does  it  happen 


ordinary  posture  of  sleepers,  and  is  exactly  the  attitude  of  Sleep  in 
Mafiei  (Tlaccol.  pi.  151).  Modern  artists  have  entirely  abandoned  the 
resemblance  which  the  ancients  maintained  between  Sleep  and  Death ; 
and  it  has  become  their  general  custom  to  represent  Death  as  a  skele- 
ton, or  at  the  most  as  a  skeleton  clothed  with  skin.  Caylus's  first  duty 
was  to  advise  the  artist  whether  to  follow  the  ancient  or  modern  custom 
in  his  representation  of  Death.  Yet  he  appears  to  declare  himself  in 
favour  of  the  modern,  since  he  speaks  of  Death  as  a  figure,  near  which 
another  crowned  with  flowers  could  not  well  be  grouped.  But  had  he 
considered  how  unsuited  the  modern  idea  of  Death  would  have  been 
to  an  Homeric,  picture?  And  is  it  possible  that  its  repulsiveness 
should  not  have  forced  itself  upon  him  ?  I  cannot  persuade  myself 
that  the  little  metal  figure  in  the  ducal  gallery  at  Florence  which 
represents  a  skeleton  lying  on  the  ground,  and  resting  one  of  its  arms 
on  an  urn  (Spence's  Polymetis,  tab.  xli.),  is  a  real  antique.  At  any 
rate  it  cannot  represent  Death,  because  the  ancients  represented  him 
differently.  Even  their  poets  have  never  drawn  him  under  this  repul- 
sive form.  [Leasing  subsequently  wrote  an  essay  on  this  subject, 
which  will  be  found  in  this  volume,  p.  175. — ED.] 
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that  we  withdraw  none  of  our  high  esteem  from  the 
artist,  when  he  really  does  nothing  more  than  express  the 
words  of  the  poet  in  farm  and  colour  ? 

The  following  seems  to  be  the  cause.  In  the  artist's 
case  the  execution  appears  to  be  more  difficult  than  the 
invention  ;  in  the  poet's  this  is  reversed,  and  execution 
seems  easier  to  him  than  invention.  If  Virgil  had 
borrowed  the  connexion  of  Laokoon  and  his  children  by 
the  serpent-folds  from  the  group  of  statuary,  the  merit 
which  we  now  esteem  the  greater  and  more  difficult  of 
attainment  in  this  picture  of  his  would  at  once  fall  to  the 
ground,  and  only  the  more  trifling  one  be  left.  For  the 
first  creation  of  this  connexion  in  the  imagination  is  far 
greater  than  the  expression  of  it  in  words.  On  the  con- 
trary, had  the  artist  borrowed  this  connexion  from  the 
poet,  he  would  still  have  always  retained  sufficient  merit 
in  our  eyes,  although  he  would  have  been  entirely  deprived 
of  the  credit  of  the  invention.  For  expression  in  marble 
is  far  more  difficult  than  expression  in  words ;  and,  when 
we  weigh  invention  and  representation  against  one  an- 
other, we  are  always  inclined  to  yield  to  the  master  on 
one  side,  just  as  much  as  we  think  we  have  received  in 
excess  on  the  other. 

There  are  even  cases  where  it  is  a  greater  merit  for 
artists  to  have  imitated  nature  through  the  medium  of  the 
imitation  of  the  poet,  than  without  it.  The  painter  who 
executes  a  beautiful  landscape  after  the  description  of  a 
Thomson  has  done  more  than  he  who  takes  it  direct ly 
from  nature.  This  latter  sees  his  original  before  him; 
while  the  former  must  exert  his  imagination  until  he 
believes  he  has  it  before  him.  The  latter  produces  some- 
thing beautiful  from  a  lively  and  sensible  impression ;  the 
former  from  the  indefinite  and  weak  representation  of 
arbitrary  signs. 

But,  as  a  consequence  of  this  natural  readiness  in  us  to 
dispense  with  the  merit  of  invention  in  the  artist,  there 
arose  on  his  part  an  equally  natural  indifference  to  it. 
For,  when  we  saw  that  invention  could  not  be  his  strong 
point,  but  that  his  highest  merit  depended  on  execution, 
it  became  of  no  importance  to  him  whether  his  origina* 
matter  were  old  or  new,  used  once  or  a  thousand  times; 
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whether  it  belonged  to  himself  or  another.  He  confined 
himself,  therefore,  within  the  narrow  circle  of  a  few  sub- 
jects, already  become  familiar  to  himself  and  the  public, 
and  expended  his  whole  inventive  power  upon  variations 
of  materials  already  known,  upon  fresh  combinations  of 
old  objects.  That  is  in  fact  the  idea  which  most  of  the 
elementary  books  on  painting  attach  to  the  word  inven- 
tion; for,  although  they  divide  it  into  the  artistic  and 
poetical,  the  latter  does  not  extend  to  the  production  of 
objects  themselves,  but  is  solely  confined  to  arrangement 
and  expression.2  It  is  invention,  yet  not  the  invention  of 
a  whole,  but  of  single  parts,  and  of  their  position  in  respect 
to  one  another;  it  is  invention,  but  of  that  lower  kind 
which  Horace  recommends  to  his  tragic  poet ! 

"  Tuque 

Eectius  Hiacum  carmen  deducis  in  actiis, 
Quam  si  proferres  ignota  indictaque  primus."  3 

Recommends,  I  repeat,  not  enjoins.  Eecommends  as  more 
easy,  convenient,  and  advantageous,  but  does  not  prescribe 
as  better  and  nobler  in  itself. 

In  fact,  the  poet  who  treats  a  well-known  story  or  a 
well-known  character,  has  already  made  considerable  pro- 
gress towards  his  object.  He  can  afford  to  pass  over  a 
hundred  cold  details,  which  would  otherwise  be  indis- 
pensable to  the  understanding  of  his  whole ;  and  the  more 
quickly  his  audience  comprehends  this,  the  sooner  their 
interest  will  be  awakened.  This  advantage  the  painter 
also  enjoys,  when  his  subject  is  not  new  to  us,  and  we 
recognize,  at  the  first  glance,  the  intention  and  meaning 
of  his  whole  composition ;  at  once  not  only  see  that  his 
characters  are  speaking,  but  hear  what  they  are  saying-. 
The  most  important  effect  depends  on  the  first  glance, 
and,  if  this  involves  us  in  laborious  thought  and  reflexion, 
our  longing  to  have  our  feelings  roused  cools  down,  and, 
in  order  to  avenge  ourselves  on  the  unintelligible  artist, 
we  harden  ourselves  against  the  expression,  and  woe  tu 
him  if  he  has  sacrificed  beauty  to  expression.  We  find 
in  that  case  nothing  to  induce  us  to  linger  before  his  work 

8  Betrachtungen  ii.  die  Mnlerei,  p.  159. 
*  Are  Poetica,  128. 
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\\hat  we  seo  does  not  please  us  ;  and  what  to  think  mean- 
while we  do  not  know. 

Let  us  now  consider  together,  firstly,  That  invention  and 
novelty  in  Ms  subjects  are  far  from  being  the  principal  things 
ice  look  for  in  an  artist;  secondly,  That  a  familiar  subject 
furthers  and  renders  more  easy  the  effect  of  his  art.  And  I 
think  that  we  shall  not  look,  with  Count  Caylus,  for  the 
reasons  why  the  artist  so  seldom  determines  upon  a  new 
subject,  either  in  his  indolence,  in  his  ignorance,  or  in  the 
difficulty  of  the  mechanical  part  of  his  art,  which  demands 
all  his  industry  and  all  his  time ;  but  we  shall  find  them 
more  deeply  founded,  and  shall  perhaps  be  inclined  to- 
praise  as  an  act  of  self-restraint,  wise,  and  useful  to- 
ourselves,  what  at  first  sight  appeared  limitation  of  art, 
and  curtailment  of  our  pleasure.  I  do  not  fear  that 
experience  will  contradict  me ;  the  painters  will  thank 
the  Count  for  his  good  intentions,  but  will  scarcely  make 
such  general  use  of  him  as  he  seems  to  expect.  But  even 
if  they  should,  still  in  another  hundred  years  a  fresh 
Caylus  would  be  necessary  to  bring  the  ancient  subjects- 
again  into  remembrance,  and  lead  back  the  artist,  into  that 
field  where  others  before  him  had  already  gathered  such 
undying  laurels.  Or  do  we  desire  that  the  public  should 
be  as  learned  as  is  the  connoisseur  from  his  books,  that 
it  should  be  acquainted  and  familiar  with  every  scene  of 
history  and  of  fable  which  can  yield  a  beautiful  picture  ? 
I  quite  allow  that  the  artists  would  have  done  better  if, 
since  the  time  of  Eaphael,  they  had  made  Homer  their 
text-book  instead  of  Ovid.  But  since  it  has  happened 
otherwise,  let  them  not  attempt  to  divert  the  public  from 
its  old  track,  nor  surround  its  enjoyment  with  greater 
difficulties  than  those  which  enjoyment  must  have  in 
order  to  be  what  it  is  supposed  to  be. 

Protogenes  painted  the  mother  of  Aristotle.  I  do  not 
know  how  much  the  philosopher  paid  him  for  the  portrait. 
But  whether  it  was  instead  of  payment,  or  in  addition  to 
it,  he  imparted  to  lu'ni  a  piece  of  advice  more  valuable 
than  the  price  itself.  For  I  cannot  imagine  that  it  could 
have  been  intended  for  mere  flattery,  but  believe  that  it 
was  out  of  an  especial  regard  to  that  necessity  of  art, 
namely  of  being  intelligible  to  all,  that  he  counselled 
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turn  to  paint  tho  exploits  of  Alexander  ;  exploits  with  the 
fame  of  which,  at  that  time,  the  whole  world  was  ringing  ; 

-and  which  he  could  well  foresee  would  never  be  erased 
from  the  memory  of  future  generations.  But  Protogenes 

•fiiad  not  sufficient  steadiness  to  act  upon  this  advice. 
*'  Impetus  animi,"  says  Pliny,  "  et  qusedam  artis  libido."  * 
Too  great  a  buoyancy  of  spirits  (as  it  were)  in  art  and  a 
"kind  of  craving  after  the  curious  and  unknown,  impelled 
4iim  towards  an  entirely  different  class  of  subjects.  He 

•chose  rather  to  paint  the  story  of  an  lalysus,5  or  a 
Kydippe;  and,  in  consequence,  we  can  no  longer  even 

;  .guess  what  they  represented. 

4  Plinius,  xxxv.  36,  20. 

5  Richardson  mentions  this  piece,  when  he  wishes  to  illustrate  the 
•*ule  that  in  a  painting  nothing,  however  excellent  in  itself,  should  be 

-allowed  to  distract  the  attention  of  the  spectator  from  the  principal 
4i<;-ure.  "  Protogenes,"  he  says,  "  had  introduced  a  partridge  into  his 
•famous  painting  of  lalysus,  and  had  delineated  it  with  so  much  skill 
that  it  seemed  to  be  alive,  and  was  the  admiration  of  all  Greece. 
€ince,  however,  he  saw  that  it  attracted  all  eyes,  to  the  prejudice  of 
the  main  figure  in  the  piece,  he  completely  effaced  it."  (Traite  de  la 
Peinture,  t.  i.  p.  46.)  Richardson  is  mistaken.  This  partridge  was 
not  in  the  lalysus,  but  in  another  painting  of  Protogenes,  which 
was  called  the  reposing  or  the  idle  satyr,  'S.drvpos  a.vairavd/j.fi'os.  I 
should  scarcely  have  noticed  this  error,  which  has  arisen  from  a  passage 
of  Pliny  being  misunderstood,  had  not  I  found  the  same  mistake  in 
Meursius  :  "  In  eadem  tabula,  scilicet  in  qua  lalysus,  Satyrus  erat, 
quern  dicehant  Annpauomenon,  tibias  tenens  "  (Rhodi,  lib.  i.  cap.  xiv. 
p.  38).  Something  of  the  kind  is  found  in  Winckelmann  also  (On  the 
Imitation  of  the  Greek  pieces  in  Painting  and  Sculpture,  p.  56). 
Strabo  is  the  only  authority  on  which  this  story  of  the  partridge  rests, 
and  he  expressly  distinguishes  between  the  picture  of  lalysus  and  that 
of  the  satyr  leaning  against  a  pillar,  upon  wliich  the  partridge  «at 
(lib.  xiv.  p.  750,  edit.  Xyl).  Meursius,  Richardson,  and  Winckelmann 
have  all  misunderstood  the  passage  of  Pliny  (lib.  xxxv.  §  36),  because 
they  paid  no  attention  to  the  fact  that  two  distinct  pictures  are  spoken 
<>f ;  one,  on  account  of  which  Demetrius  did  not  conquer  a  town  because 
he  would  not  assault  the  place  where  it  was ;  another  which  Proto- 
genes painted  during  this  siege.  The  first  waa  the  lalysua,  the  second 
the  satyr. 
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CHAPTER  XII. 

HOMER  elaborates  two  kinds  of  beings  and 
visible  and  invisible.  This  distinction  cannot  be  indicated 
by  painting :  in  it  everything  is  visible,  and  visible  in 
but  one  way. 

When,  therefore,  Count  Caylus  continues  the  pictures 
of  invisible  actions  in  an  unbroken  series  with  those  of 
the  visible ;  and  when,  in  pictures  of  mixed  actions,  in 
which  both  visible  and  invisible  beings  take  part,  he  does  • 
not,  and  perhaps  cannot,  specify  how  these  last  (which  we 
only  who  are  contemplating  the  picture  ought  to  see  in 
it)   are   to   be   introduced,   so   that    the   persons  in   the- 
painting  itself  should  not  see  them,  or  at  least  should  not 
appear  as  if  they  necessarily  did  so — when,  I  say,  Caylus- 
does  this,  the  whole  series,  as  well  as  many  single  pieces, 
necessarily  becomes  in  the  highest  degree  confused,  incom- 
prehensible, and  contradictory. 

Still,  ultimately,  it  would  be  possible,  with  book  in- 
hand,  to  remedy  this  fault :  only  the  worst  of  it  is  this  : 
when  painting  wipes  away  the  distinction  between  visible 
and  invisible  beings,  it  at  the  same  time  destroys  all  those 
characteristic  traits  by  which  the  latter  and  higher  order 
is  elevated  above  the  former  and  lower. 

For  instance,  when  the  gods,  after  disputing  over  the 
destiny  of  the  Trojans,  at  length  appeal  to  arms,  the 
whole  of  this  contest,  according  to  the  poet,1  is  waged 
invisibly;  and  this  invisibility  permits  the  imagination 
to  magnify  the  scene,  and  allows  it  free  scope  to  fancy 
the  persons  and  actions  of  the  gods,  as  great  and  as  far 
exalted  above  those  of  ordinary  humanity  as  ever  it  will. 
But  painting  must  adopt  a  visible  scene,  the  various 
necessary  parts  of  which  become  the  standard  for  the 
persons  who  take  part  in  it :  this  standard  the  eye  has 
ready  at  hand,  and  by  its  want  of  proportion  to  the 
higher  beings,  these  last,  which  in  the  poet  were  great, 
upon  the  artist's  canvas  become  monsters. 

Minerva,  against  whom,  in  this  contest,  Man  assays 

1  Iliad,  xxi.  385. 
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the  first  assault,  steps  backwards,  and,  with  mighty  hand, 
seizes  from  the  ground  a  large,  black,  rough  stone,  which 
in  olden  times  the  united  hands  of  men  had  rolled  there 
for  a  landmark. — Iliad,  xxi.  403. 

fj  S*  a.va^a.(T(Tap.fvrj  \i6ov  elXero  xet/^  7raXet?7' 

Kfifjifvov  cv  TTfSifa,  /xe'Aava,  rprj^yv  re,  p.fyav  re, 

TOV  p    avSpes  irporepoi  0£aav,   e/u^evai  ovpov  apovpys. 

In  order  fully  to  realize  the  size  of  this  stone,  we  must 
'recollect  that,  though  Homer  describes  his  heroes  as 
being  as  strong  again  as  the  strongest  men  of  his  own 
"time,  he  tells  us  that  even  they  were  still  further  sur- 
passed by  the  men  whom  Nestor  had  known  in  his  youth, 
rfow,  I  ask,  if  Minerva  hurls  a  stone  which  no  single 
man,  even  of  the  younger  days  of  Nestor,  could  set  up 
for  a  landmark — if,  I  ask,  Minerva  hurls  such  a  stone  as 
this  at  Mars,  of  what  stature  ought  the  goddess  herself  to 
be  represented  ?  If  her  stature  is  proportioned  to  the 
size  of  the  stone,  the  marvellous  disappears  at  once.  A 
man  who  is  three  times  the  size  that  I  am  naturally  can 
hurl  a  stone  three  times  as  great  as  I  can.  On  the  other 
hand,  should  the  stature  of  the  goddess  not  be  propor- 
tionate to  the  size  of  the  stone,  there  arises  in  the 
painting  an  evident  improbability,  the  ofi'ensiveness  of 
which  will  not  be  removed  by  the  cold  reflexion  that  a 
goddess  must  be  possessed  of  superhuman  strength. 
Where  I  see  a  greater  effect,  there  I  expect  to  see  more 
powerful  causes. 

And  Mars,  overthrown  by  this  mighty  stone — 

CTTTO.    8*    €7retr^€     TTf.Xf.9pO., 

covered  seven  hides.  It  is  impossible  for  the  painter  to 
invest  the  god  with  this  extraordinary  size;  but,  if  he 
does  not,  then  it  is  not  Mars  who  is  lying  on  the 
ground ;  at  least,  not  the  Mars  of  Homer,  but  a  common 
warrior.2 

*  Quintus  Calaber  in  his  12th  book  (vv.  158-185)  1ms  imitated  this 
invisible  contest  of  the  gods  with  the  manifest  intention  of  improving 
upon  his  model.  The  grammarian,  for  instance,  seems  to  have  found 
it  unseemly  that  a  god  should  be  struck  to  the  ground  with  a  stone. 
Accordingly,  though  he  represents  the  gods  as  hurling  against  one 
another  great  masses  of  rock,  torn  from  Mount  Ida.  these  roeks  are 
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Longinus  says  that  lie  often  felt  that  Homer  appeared 
to  raise  his  men  to  gods,  and  reduce  his  gods  to  men. 
Painting  effects  this  reduction.  In  it  everything  that  in 
the  poet  raises  the  gods  above  god-like  men  utterly 
vanishes.  The  strength,  size,  and  swiftness,  of  which 
Homer  always  bestowed  upon  his  deities  a  much  higher 
and  more  extraordinary  degree  than  he  attributes  to  his 
most  eminent  heroes,3  must  sink,  in  the  painting,  to  the 


shivered  against  the  limbs  of  the  gods,  and  scattered,  as  sand,  around 

them. 

ol  St  Ko\(at>as 

j(fp<T\v  a.iropp-fi£ai>Tts  air'  o&Seos  'iSaioio 
/SaAAoy  eir'  aAArjAous'  al  Sf  \l/a/j.dOoiffL  O/J.OHU 
peta  SifffKiSvavro  Qt&v  irepl  8'  &ax6ra  7'ui* 
pTjyvvfttva  Stii  TVT6a         .... 

An  artificial  refinement,  which  is  the  destruction  of  the  main  subject. 
It  heightens  our  conceptions  of  the  bodies  of  the  gods,  but  makes  tl.e 
weapons  which  they  employ  against  one  another  ridiculous.  If  gods 
hurl  stones  at  one  another,  these  stones  must  be  capable  of  injuring 
tl.e  gods,  or  we  appear  to  see  a  troop  of  mischievous  boys  pelting  one 
another  with  lumps  of  earth.  Here,  therefore,  as  ever,  old  Homer 
proves  the  wisest,  and  all  the  censure  with  which  cold  critics  have 
assailed  him,  all  the  rivalry  in  which  lesser  geniuses  have  engaged 
with  him,  serve  only  to  set  his  wisdom  in  its  happiest  light.  Mean- 
while I  do  not  deny  that  Quintus's  description  contains  some  excellent 
and  original  features,  but  they  are  such  as  become  the  stormy  fire  of  a 
modern  poet  rather  than  the  modest  greatness  of  Homer.  The  cry  of 
the  gods,  for  instance,  the  sound  of  \\  hich  ascends  to  the  heights  of 
Leaven,  and  pierces  to  the  lowest  depths  of  the  earth,  which  shakes 
vehemently  the  mountain,  and  the  town,  and  the  fleet,  but  is  not  heard 
of  man,  seems  to  me  a  very  significant  stroke.  The  cry  was  so  loud 
that  the  diminutive  organs  of  human  hearing  were  incapable  of 
receiving  it. 

*  No  one  who  has  even  cursorily  read  Homer  will  question  this  as- 
seition  as  far  as  regards  strength  and  speed.  It  may  be,  however, 
that  the  reader  will  not  recollect  at  once  the  examples  from  which  it  is 
clear  that  the  poet  also  attributed  to  his  divinities  a  size  of  body 
which  far  surpasses  all  human  dimensions.  The  proofs  I  bring  of  this 
(in  addition  to  the  passrgr,  quoted  above,  where  Mars  is  described  as 
covering  seven  hides  of  laud)  are  the  helmet  of  Minerva — 

\KWft}v  .  .  .  fKarbif  ito\f(av  •jrpuA.eeoV  apapviav,  Iliad,  V.  744) 

—which  was  large  enough  to  cover  as  many  troops  as  a  hundred  cities 
could  bring  into  the  field  ;  the  stride  of  Xeptune  (Iliad,  xiii.  20):  and 
the  nas.-age,  in  the  description  of  the  shield,  which  I  consider  the 
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common  level  of  humanity ;  and  Jupiter  and  Agamemnon, 
Apollo  and  Achilles,  Ajax  and  Mars,  become  exactly  the 
same  beings,  and  can  be  recognized  by  nothing  but  their 
outward  conventional  symbols. 

The  means  used  by  painters  of  giving  us  to  under- 
stand that  this  or  that  object  in  their  compositions  must 
be  considered  as  invisible  is  a  thin  cloud,  with  which 
they  surround  it  on  the  side  that  is  turned  towards  the 
other  persons  in  the  scene.  This  cloud  appears  to  be  bor- 
rowed from  Homer.  For  if,  in  the  tumult  of  the  fight, 
one  of  the  more  important  heroes  falls  into  a  danger 
from  which  none  but  divine  power  can  save  him,  the  poet 
represents  him  as  being  enveloped  by  the  rescuing 
divinity  in  a  thick  cloud,  or  in  night,  and  so  carried  off — 
as  Paris  is  by  Venus,4  Idaeus  by  Neptune,5  and  Hector  by 
Apollo.6  And  Caylus,  when  he  designs  paintings  of  such 
occurrences,  never  fails  to  recommend  to  the  artist  the 
introduction  of  this  mist  and  cloud.  Yet  surely  it  is 
manifest  to  all  that  in  the  poet  concealment  in  mist  and 


most  conclusive  prool  all,  where  Mars  and  Minerva  head  the  troops  of 
the  beleaguered  town  (Iliad,  xviii.  516): — 

'  &pa  ff(f>a>  "Aprjs  /ml  IlaAAaj  'AO^yi), 
^fffta  5*  f'1/J.ara  fffdiiv, 
avv  Ttvxefftv,  &s  re  Qf<S>  itfpt 
w  *  Aaoi  8'  inrohi£ovfs  ^ffav' 

Even  the  commentators  on  Homer,  ancient  as  well  as  modern,  have  not 
been  sufficiently  careful  to  bear  in  mind  the  extraordinary  dimensions 
here  attributed  to  the  gods ;  as  may  be  gathered  from  the  modifications 
which  they  seem  to  feel  tliey  are  bound  to  introduce  into  their  remarks 
upon  the  size  of  Minerva's  helmet  (v.  the  notes  on  the  above-quoted 
passage  in  the  edition  of  Clarke  and  Ernesti).  But  the  loss  of  thf 
sublime  which  we  incur  by  never  thinking  of  the  Homeric  deities 
except  as  the  beings  of  ordinary  size  which  they  are  generally  represented 
on  canvas,  is  beyond  all  computation.  Painting,  it  is  true,  cannot  be 
allowed  to  represent  the  gods  as  of  this  extraordinary  bize,  but  sculpture 
may  in  a  certain  measure;  and  I  am  convinced  that  the  ancient 
masters  are  indebted  to  Homer  both  for  the  forms  of  their  gods  gene- 
rally, and  also  for  that  colossal  size  which  they  some  times  bestow 
upon  them  in  their  statues  (Herodot.  lib.  ii.  p.  130,  ediC.  Wessel).  I 
reserve  for  another  place  some  especial  remarks  upon  the  colossal,  a& 
well  as  the  reasons  I  assign  for  its  producing  so  powerful  an  effect  in 
tculpture,  but  none  at  all  in  paintii  g.  4  Iliud,  iii.  381, 

•  [Or  rather,  by  Vulcan.— ED.]  see  Iliad,  v.  23.          •  Ibid,  xx.  444 
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night  is  nothing  more  than  a  poetical  expression  for  ren- 
dering invisible.  I  have  always,  therefore,  been  aston- 
ished to  find  this  poetical  expression  realized,  and  an 
actual  cloud  introduced  into  the  painting,  behind  which, 
as  behind  a  Spanish  cloak,  the  hero  stands  concealed  from 
his  enemy.  Such  was  not  the  intention  of  the  poet.  It 
is  stepping  beyond  the  limits  of  painting.  For  the  clond 
is  here  a  real  hieroglyphic,  a  mere  symbolical  token, 
which  does  not  make  the  rescued  hero  invisible,  but  says 
to  the  beholders,  You  must  represent  him  to  yourself  as 
invisible.  It  is  here  no  better  than  the  labels  with 
inscriptions  which  are  placed  in  the  mouths  of  the  figures 
in  old  Gothic  paintings. 

It  is  true  that  when  Hector  IB  being  carried  off  by 
Apollo,  Homer  represents  Achilles  as  making  three 
thrusts  with  his  lance  into  the  thick  mist  at  him — rpls 
£  yepa.  TM/re  /3a#€tav.7  But  in  the  language  of  the  poet 
this  means  nothing  more  than  that  Achilles  had  become 
so  furious  that  he  made  three  thrusts  with  his  lance 
before  he  perceived  that  his  enemy  was  no  longer  in  his 
presence.  Achilles  saw  no  actual  mist ;  and  the  power 
which  the  gods  possessed  of  rendering  the  objects  of  their 
protection  invisible  lay  not  in  a  mist,  but  in  the  rapidity 
with  which  they  bore  them  away.  But  in  order  to 
express,  at  the  same  time,  that  this  abduction  was  per- 
formed with  such  celerity  that  no  human  eye  could  follow 
the  body  so  disappearing,  the  poet  previously  conceals  it 
in  a  mist.  Not  that  a  mist  appeared  in  the  place  of  the 
body  which  had  been  carried  off,  but  because  we  think  of 
what  is  enveloped  in  a  mist  as  invisible.  Accordingly 
Homer  sometimes  inverts  the  case,  and,  instead  o^ 
describing  the  object  as  rendered  invisible,  makes  the 
subject  struck  with  blindness.  Thus  Neptune  darkens 
the  eyes  of  Achilles  when  he  rescues  ^Eiieas  from  his 
murderous  hand,  and,  snatching  him  out  of  the  midst  of 
the  melee,  places  him  at  once  in  the  rear.8  In  fact,  how- 
ever, the  eyes  of  Achilles  are  here  no  more  blinded  than, 
in  the  former  passage,  the  rescued  heroes  were  concealed 
in  a  cloud.  But  in  both  cases  the  poet  has  made  these 

1  Iliad,  xx.  446.  •  Ibid.  321. 


,84  LESSING. 

additions  in  order  to  render  more  palpable  to  our  senses 
that  extreme  swiftness  of  disappearance  which  we  call 
vanishing. 

But  painters  have  appropriated  the  Homeric  mist,  not 
only  in  those  cases  where  Homer  has  himself  used  it,  viz. 
when  persons  become  invisible,  or  disappear  ;  but  also  in 
all  those  where  it  is  intended  that  the  spectator  should 
be  able  to  perceive,  in  a  painting,  anything  which  the 
characters  themselves,  either  all  or  part  of  them,  cannot 
see.  Minerva  was  visible  to  Achilles  alone  when  she 
prevented  him  fsom  coming  to  actual  blows  with  Aga- 
memnon. I  know  no  other  way,  says  Caylus,  to  express 
this  than  by  concealing  her,  on  the  side  nearest  to  the 
rest  of  the  council,  by  a  cloud.  This  is  in  complete 
opposition  to  the  spirit  of  the  poet.  Invisibility  is  the 
natural  condition  of  his  divinities.  There  was  needed  r>o 
dazzling  to  render  them  invisible  —  no  cutting  off  of  the 
oidinary  beams  of  light;9  while,  on  the  contrary,  to 
render  them  visible,  an  enlightenment  and  enlargement 

9  It  is  true  tliat  Homer  makes  also  divinities  conceal  themselves  now 
and  then  in  a  cloud,  but  it  is  only  when  they  wish  to  escape  the  obser- 
vation of  their  fellow-deities  ;  e.g.  Iliad,  xiv.  282,  where  Juno  and 
Sleep,  iitpa  fff<rafj.ei>ca,  go  together  to  Mount  Ida  ;  the  cunning  goddess 
had  every  reason  for  concealing  herself  from  Vemis,  who  had  lent  her  hoi 
girdle  only  on  the  pretext  of  making  a  very  different  expedition.  In 
the  same  book  (v  343)  a  golden  cloud  is  required  for  the  concealment 
of  the  love-iutoxicated  Jupiter  and  his  spouse,  to  overcome  her  chaste 
reluctance. 

irtSs  K'  soi,  fl  TIS  vS>'i  Oecav  alfryevfTdav 
fvSovr'  adp-fifffie  ;          .          .          .          . 

Juno  was  not  afraid  of  being  seen  by  men  but  by  gods.  And  because 
Homer,  some  lines  after,  makes  Jupiter  say  — 


—  it  does  not  follow  that  thh  cloud  would  have  been  required  just  to 
conceal  thorn  from  the  eyes  of  men.  All  he  meant  to  s-ay  was,  that, 
protected  by  it,  his  wife  would  be  as  invisible  to  the  eyes  of  the  gods 
ag  she  always  was  to  those  of  /aen.  So  als  >  when  Minerva  puts  Pluto's 
helmet  upon  her  head  (Iliad,  v..  815),  which  had  the  same  effect  as 
t-uvel  jping  herself  in  a  cloud,  nhe  does  it,  not  that  she  may  be  hidden 
trom  the  Trojans,  who  either  did  not  behold  hei  at  all  or  saw  her 
nr,,]or  t.)ie  form  of  Sthenelua,  tut  simply  that  she  may  not  be  recog- 
nized by  Mars. 
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of  mortal  vision  was  required.  Thus  it  is  not  enough 
that  in  painting  the  cloud  is  an  arbitrary  and  not  a 
natural  sign ;  this  arbitrary  symbol  has  not  even  the 
single,  definite  meaning  which,  as  such,  it  could  have; 
for  it  is  used  indiscriminately,  either  to  represent  the 
visible  as  invisible,  or  the  invisible  as  visible. 


CHAPTER  XIII. 

IF  Homer's  works  were  entirely  lost,  and  nothing 
remained  to  us  of  the  Iliad  and  Odyssey  but  a  series  of 
paintings  from  them  similar  to  those  of  which  Gavins- 
has  sketched  the  outlines,  should  we  be  able,  from  these 
pictures  —  and  they  must  be  from  the  hand  of  the  most 
accomplished  master  —  to  form  the  idea  we  now  possess.  I 
do  not  say,  of  the  whole  poet,  but  merely  of  his  descrip- 
tive talent? 

Let  us  put  it  to  the  test  with  the  first  piece  we  chance 
upon.  Suppose  it  is  the  painting  of  the  plague.1  What 
do  we  see  upon  the  artist's  canvas  ?  Dead  corpses, 
burning  funeral  piles,  the  dying  busied  with  the  dead, 
while  the  angered  god  is  seated  upon  a  cloud,  discharging 
his  arrows.  The  greatest  richness  of  this  painting  is 
poverty  in  the  poet.  For,  if  we  were  to  restore  Homer 
from  it,  what  could  we  make  him  say  ?  "  Hereupon 
Apollo  grew  angry,  and  shot  his  arrows  among  the  army 
of  the  Greeks.  Many  Greeks  died,  and  their  bodies  were 
consumed."  Now  let  us  read  Homer  himself:  — 


KO.T 


WJJ.OLCTIV 

8'  ap'  oiarol 

avrov  *ar»7$e'i'TOS.      o  8'  rji'c  VVKTI 
f.tt.T    €7reir'   aTrdvevOe  vcaif,  //.era   8'  lov 
8«v>)   Se  K\ayyr]  yever'  apyupeoio  ftioio. 
ovprja1;  fj.f.v  TT/JWTOV  eTrw^ero,   /ecu  KVVC.S   apyous* 
avrap   tTretr    auTouri  /SeAos  e^€7rev/<€?    c'<£tet's 
/3aAA'*  aiei  Se  Trvpal  v€/cvwv  /caiovrc    ^ayu,€tai. 
The   poet  is   as   far   above  the  painter  as  life   is  above 

1  Iliad,  i.  44-53.     Tableaux  tires  Je  I'lliade.  p.  70. 
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the  painting.  Angered,  armed  with  bow  and  quiver, 
Apollo  descends  from  the  peaks  of  Olympus.  I  not 
only  see  him  coming  down,  I  hear  him.  At  every 
step  of  the  indignant  god  the  arrows  rattle  upon 
his  shoulders.  He  strides  on,  like  the  night ;  now 
he  sits  over  against  the  ships,  and  lets  fly — fearfully 
olangs  the  silver  bow — his  first  arrow  at  the  mules  and 
the  hounds  Next,  with  his  more  poisonous  dart,  he 
strikes  the  men  themselves ;  and  the  funeral  piles  with 
their  dead  are  everywhere  ceaselessly  blazing.  The 
musical  picture,  which  the  words  of  the  poet  at  the  same 
time  present,  cannot  be  translated  into  another  language. 
It  is  equally  impossible  even  to  guess  it  from  the  material 
painting,  although  this  is  the  least  superiority  which  the 
poetical  description  has  over  the  latter.  The  principal 
one  is  this,  that  the  poet  conducts  us  to  his  last  scene,  the 
only  part  of  his  description  which  the  material  painting 
exhibits,  through  a  whole  gallery  of  pictures. 

But  perhaps  the  plague  is  not  an  advantageous  subject 
for  painting.  Here  is  another,  which  possesses  a  greater 
charm  for  the  eyes — the  gods  in  council  drinking.2  An 
open,  golden  palace  ;  arbitrary  groups  of  the  most  beauti- 
ful and  adorable  forms,  cup  in  hand,  unto  whom  Hebe, 
eternal  youth,  is  ministering.  What  architecture,  what 
masses  of  light  and  shade,  what  contrasts,  what  variety 
of  expression  !  Where  am  I  to  begin,  and  where  to  cease, 
feasting  my  eyes  ?  If  the  painter  thus  charms  me,  how 
much  more  will  the  poet?  I  open  him,  and  I  find — 
myself  deceived.  I  find  four  good  but  simple  verses, 
which  might  serve  very  well  for  a  motto  beneath  a  paint- 
ing ;  but  which,  though  they  contain  the  materials  for  a 
picture,  are  no  picture  themselves. 

Ot  Se  Oeol  Trap  Zrjvi  KaO^fievoi  rjyopooivro 
Xpwrev  fv  Sare'Sa)  /nera  8e  <r<£wri  TTOTVIGI  " 
vexrap  cwvo^oef  rot  Se  xpv(7€ois  &eirde<rcnv 
SetSe^ar*  dAA^Aous,  Tpwwv  TroXiv  europoojvres* 
An  Apollonius,  or  a  still  more  indifferent  poet,  could  have 
said  this  as  well ;  and  Homer  here  remains  as  far  below 
the  artist  as  the  artist  fell  short  of  him. 

*  Iliad,  iv.  1-4.    Tableaux  tir&  de  1'Iliade,  p.  30. 
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But,  except  in  these  four  lines,  Caylus  cannot  find  a 
single  picture  in  the  whole  fourth  book  of  the  Iliad. 
"  However  greatly,"  says  he,  "  the  fourth  book  is  distin- 
guished by  the  numerous  exhortations  to  the  combat,  by 
the  abundance  of  brilliant  and  strongly  marked  charac- 
ters, and  by  the  art  with  which  the  poet  brings  before  us 
the  multitude  which  he  is  about  to  set  in  motion,  yet  it 
is  quite  useless  for  the  purposes  of  the  artist."  He  might 
have  added,  "  However  rich  it  is  in  everything,  that  is 
held  to  constitute  a  poetical  picture."  Such  pictures,  in 
reality,  occur  in  greater  frequency  and  perfection  through- 
out the  fourth  book  than  in  any  other.  Where  is  to  be 
found  a  more  elaborate  or  a  more  illusive  description 
than  that  of  Pandarus,  when,  at  the  instigation  of 
Minerva,  he  violates  the  truce,  and  discharges  his  arrow 
at  Menelaus  ?  Than  that  of  the  advance  of  the  Grecian 
army  ?  Than  that  of  the  mutual  charge  ?  Than  that  of 
the  deed  of  Ulysses,  by  which  he  takes  vengeance  for  the 
death  of  his  friend  Leucus  ? 

But  what  conclusion  is  to  be  drawn  from  this ;  that  not 
a  few  of  the  most  beautiful  descriptions  of  Homer  furnish 
no  picture  for  the  artist?  that  the  artist  can  derive 
pictures  from  him,  where  he  himself  has  none?  that 
those  which  he  has,  and  the  artist  can  use,  would  be  but 
meagre  descriptions  if  they  showed  us  no  more  than  the 
artist  does?  what  else  but  a  negative  answer  to  the  ques- 
tion I  asked  above?  that  from  material  paintings,  of 
which  the  poems  of  Homer  furnish  the  subjects,  even 
though  they  were  ever  so  numerous,  or  ever  so  excellent, 
we  can  come  to  no  decision  upon  the  descriptive  talents 
of  the  poet. 


CHAPTER  XIV. 

BUT  if  this  be  the  case,  and  if  a  poem  may  be  very 
productive  of  pictures,  and  still  not  be  descriptive  itself, 
while,  on  the  contrary,  another  may  be  highly  descriptive 
and  yet  yield  little  to  the  artist,  there  is  an  end  of  the 
theory  of  Count  Caylus;  which  would  make  usefulness 
to  the  painter  the  touchstone  of  poets,  and  allot  them 
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their  rank  according   to  the  number  of  pictures  which 
they  offer  the  artist.1 

Far  be  it  from  us,  even  by  our  silence,  to  suffer  this 
theory  to  obtain  the  appearance  of  an  established  law. 
Milton  would  be  the  first  to  fall  an  innocent  victim  to  it. 
For  it  appears  that  the  contemptuous  'judgment  which 
Caylus  expresses  of  him  should  really  be  considered  less 
as  the  national  taste  than  as  a  consequence  of  his  assumed 
rule.  The  loss  of  sight,  he  says,  is  probably  the  strongest 
point  of  similarity  between  Milton  and  Homer.  It  is 
true  Milton  cannot  fill  picture-galleries.  But  if  the 
sphere  of  my  bodily  eyes,  so  long  as  I  enjoy  them,  must 
needs  also  be  that  of  my  inner  eye,  I  would  consider  the 
loss  of  them  a  gain  indeed,  inasmuch  I  should  thereby 
be  freed  from  this  limitation. 

"  Paradise  Lost  "  is  not  less  the  first  epic  after  Homer ' 
because  it  offers  but  few  subjects  for  painting,  than  the 
history  of  the  Passion  of  Christ  becomes  a  poem  because 
we  can  scarcely  set  the  point  of  a  pin  upon  it  without 
lighting  on  some  passage  which  has  called  forth  the 
exertions  of  a  number  of  the  greatest  masters.  The 
Evangelists  recount  the  fact  with  the  barest  possible 
simplicity,  and  the  artist  makes  use  of  its  numerous  parts 
without  their  having  shown,  on  their  side,  the  slightest 
spark  of  artistic  genius  in  relating  it.  There  are  facts 
picturable  and  unpicturable,  and  the  historian  can  narrate 
the  most  picturable  as  unpicturesquely  as  the  poet  has  the 
power  of  setting  forth  picturesquely  the  most  unpic- 
turable. 

To  believe  it  to  be  otherwise  is  to  suffer  ourselves  to  be 
misled  by  the  twofold  meaning  of  a  word.  A  poetical 
picture  is  not  necessarily  convertible  into  a  material 
picture;  but  every  feature,  every  combination  of  several 
features,  by  which  the  poet  makes  his  object  so  palpable 

1  Tableaux  tires  de  1'IliaJe,  Avert,  p.  v. :  "  On  est  ton  jours  convenu, 
que  plus  uu  poe'me  fournissait  d'images  et  (factious,  plus  il  avait  de 
superiority  eu  Poesie.  Cette  reflexion  m'uvuit  conduit  a  penser  quele 
calcul  des  difiereuts  Tableaux,  qu'offrent  les  Poemes,  pouvait  servir  ;i 
comparer  le  me'rite  respectif  des  Poemes  et  des  Poe'tes.  Le  nombrr  et 
le  £cnre  des  Tableaux  que  pre'senteut  ces  grands  ouvrages,  aumicnte'te 
uue  espece  de  pierre  de  louche,  ou  plutot  une  balance  ccrtaiue  du 
luc'rite  de  ces  poeiucs  et  du  ge'.iie  de  K  urs  ant  nr.s." 
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to  us,  that  we  become  more  conscious  of  this  object  than 
of  his  words,  is  picturesque,  is  a  picture,  because  it  brings 
us  nearer  to  that  degree  of  illusion  of  which  the  material 
picture  is  especially  capable,  and  which  is  most  quickly 
and  easily  called  forth  by  the  contemplation  of  the 
material  picture.2 


CHAPTER  XV. 

Xow  the  poet,  as  experience  shows,  can  raise  this  degree 
of  illusion  in  us  by  the  representation  of  .other  than 
visible  objects.  '  Consequently  artists  must  necessarily 
renounce  whole  classes  of  pictures  which  the  poet  has  at 
his  command.  Dryden's  "  Song  for  St.  Cecilia's  Day  "  is 
full  of  musical  pictures  which  afford  no  employment  for 
the  brush ;  but  I  will  not  further  digress  with  such 
instances,  from  which  we  can  only  learn  at  best  that 
colours  are  not  sounds,  and  ears  not  eyes. 

I  will  still  keep  to  the  pictures  of  merely  visible  objects, 
for  these  are  common  to  artist  and  poet.  Why  is  it  that 
many  poetical  descriptions  of  this  kind  are  useless  to  the 
artist ;  and,  on  the  contrary,  many  actual  paintings,  when 
treated  by  a  poet,  lose  the  principal  part  of  their  effect  ? 

Examples  may  serve  to  guide  me.  I  repeat  the  picture 
of  Pandarus,  in  the  fourth  book  of  the  Iliad,  is  one  of  the 
most  minute  and  illusive  in  the  whole  of  Homer.  From 
the  grasping  of  the  bow  to  the  flight  of  the  arrow  every 
moment  is  painted ;  and  all  these  momentary  periods  follow 

2  What  we  call  poetical  pictures  were,  as  the  reader  of  Longinus 
will  recollect,  called  phantusix  by  the  ancients.  And  what  we  call 
illusion,  viz.  that  part  of  those  pictures  which  produce3  deception,  wa» 
by  them  named  enargia.  For  this  reason  it  was  said  by  some  one,  as 
Plutarch  mentions  (Erot.  t.  ii.  p.  13ol,  edit.  Henr.  Steph.),  that  poeti- 
cal pliantaslx  were,  on  account  of  their  enargia,  dreams  of  a  waking 
person — At  irorrjTtical  Qavraaiai  Sta  ^r)V  tva.pyei.av  typriyopdTcat>  tvinrvia 
ftffiv.  I  much  wish  that  modern  treatises  on  poetry  had  made  use  of 
this  nomenclature,  and  had  entirely  abstained  from  employing  the 
word  picture.  We  should  thus  have  been  spared  a  number  of  half- 
true  rules,  which  principally  rest  upon  the  identity  of  an  arbitrary, 
term.  Poetical  phanlasix  would  not  have  been  so  readily  confined 
witliin  the  limits  of  a  material  painting;  but  as  soon  as  phintasist 
were  called  poetical  pictures,  the  foundation  of  the  error  was  laid. 
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one  another  so  closely,  and  yet  are  so  distinctly  entered 
upon,  that  if  one  did  not  know  how  a  bow  was  managed, 
one  might  learn  it  merely  from  this  picture.1  Pandarus 
takes  out  his  bow  ;  strings  it  ;  opens  the  quiver  ;  chooses 
an  arrow  well  feathered,  and  still  unused  ;  sets  the  arrow 
to  the  string;  draws  back  the  string  under  the  notch, 
together  with  the  arrow  ;  the  string  comes  close  to  the 
breast  ;  the  iron  point  of  the  arrow  to  the  bow  ;  the 
great,  round-shaped  bow,  clanging,  springs  wide  apart  ; 
the  arrow  leaps  away,  and  eagerly  flies  towards  its  mark. 

Caylus  cannot  have  overlooked  this  excellent  picture. 
What,  then,  did  he  find  there  to  make  him  esteem  it  in- 
capable of  affording  employment  to  his  artists  ?  And  why 
was  it  that  the  assembly  of  the  gods,  drinking  in  council, 
seemed  to  him  more  suitable  for  that  purpose?  In  the 
one,  as  well  as  in  the  other,  there  are  visible  objects  ;  and 
what  more  has  the  artist  need  of  to  occupy  his  canvas  ? 

The  difficulty  must  be  this  :  although  both  objects,  as 
visible,  are  alike  capable  of  being  subjects  of  painting  in 
its  strict  sense  ;  still,  there  is  this  essential  difference 
between  them,  that  the  action  of  one  is  visible  and  pro- 
gressive, its  different  parts  happening  one  after  another 
in  sequence  of  time  ;  while,  on  the  other  hand,  the  action 
of  the  other  is  visible  and  stationary,  its  different  parts 
developing  themselves  in  juxtaposition  in  space.  But  if 
painting,  owing  to  its  signs  or  means  of  imitation,  which 
it  can  combine  in  space  only,  is  compelled  entirely  to 
renounce  time,  progressive  actions,  as  such,  cannot  be 
classed  among  its  subjects,  but  it  must  be  content  with 

»  Iliad,  iv.  105  :— 

OLVT'IK   IffvKa,  T&^OV  tv£oov  .... 

Kal  rb  faff  «5  xaTtdrjKe  Ta.vvffffa.fj.evos,  irorl  yaly 


avrap  6  ffv\a  TT&/J.O,  (papfTprjs,  </c  8" 
i/8\r)Ta  irre/xfeira,  [j,fKa.iv£>v  tp 
ali//a  S'  M  Vfvprj  Ka.-rtK6fffj.fi  trtKpbv  oiff-T&v. 
i\Kf  5'  o/.i.ov  y\v<pi8as  T«  A.a/3d'v,  KO,\  Vfv 


jU.e 


s,  vevp^  8«  pty'  laxf,  %\ro  5'  oi'oT 
s,  /cad*  'AfiuKov  iTrnneudai  uwtaivsuv, 
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simultaneous   actions,  or   with   mere   figures,  which   by 

their  posture  lead  us  to  conjecture  an  iction.  Poetry,  oo 
the  contrary — 


CHAPTER  XVI. 

HOWEVER,  I  will  endeavour  to  trace  the  matter  from  its 
first  principles. 

I  reason  thus  :  if  it  is  true  that  painting  and  poetry  in> 
their  imitations  make  use  of  entirely  different  means  or 
symbols — the  first,  namely,  of  form  and  colour  in  space, 
the  second  of  articulated  sounds  in  time — if  these  symbols 
indisputably  require  a  suitable  relation  to  the  thing 
symbolized,  then  it  is  clear  that  symbols  arranged  ia 
juxtaposition  can  only  express  subjects  of  which  the* 
wholes  or  parts  exist  in  juxtaposition ;  while  consecutive 
symbols  can  only  express  subjects  of  which  the  wholes  or 
parts  are  themselves  consecutive. 

Subjects  whose  wholes  or  parts  exist  in  juxtaposition* 
are  called  bodies.  Consequently,  bodies  with  their  visible' 
properties  are  the  peculiar  subjects  of  painting. 

Subjects  whose  wholes  or  parts  are  consecutive  are- 
called  actions.  Consequently,  actions  are  the  peculiar 
subject  of  poetry. 

Still,  all  bodies  do  not  exist  in  space  only,  but  also  iu» 
time.  They  endure,  and  in  each  moment  of  their  dura- 
tion may  assume  a  different  appearance,  or  stand  in  a 
different  combination.  Each  of  these  momentary  appear- 
ances and  combinations  is  the  effect  of  a  preceding  one, 
may  be  the  cause  of  a  subsequent  one,  and  is  therefore,  as 
it  were,  the  centre  of  an  action.  Consequently,  painting 
too  can  imitate  actions,  but  only  indicatively,  by  means  of 
bodies. 

On  the  other  hand,  actions  cannot  exist  by  themselves, 
they  must  depend  on  certain  beings.  So  far,  therefore,  as 
these  beings  are  bodies,  or  are  regarded  as  such,  poetry 
paints  bodies,  but  only  indicatively,  by  means  of  actions. 

In  its  coexisting  compositions  painting  can  only  make 
nse  of  a  single  instant  of  the  action,  and  must  therefore 
choose  the  one  which  is  most  pregnant,  and  from  which 
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what  precedes  and  what  follows  can  be  most  easily 
gathered. 

In  like  manner,  poetry,  in  its  progessive  imitations,  is 
confined  to  the  use  of  a  single  property  of  bodies,  and 
must  therefore  choose  that  which  calls  up  the  most 
sensible  image  of  the  body  in  the  aspect  iu  which  she 
makes  use  of  it. 

From  this  flows  the  rule  as  to  the  unity  of  descriptive 
epithets  and  moderation  in  the  depiction  of  bodily  objects. 

I  should  put  but  little  confidence  in  this  dry  chain  of 
reasoning  did  I  not  find  it  completely  confirmed  by  the 
practice  of  Homer,  or  rather  had  it  not  been  the  practice 
of  Homer  himself  which  led  me  to  it.  It  is  only  on  these 
principles  that  the  sublime  style  of  the  Greek  poet  can  be 
determined  and  explained,  and  at  the  same  time  a  due 
value  assigned  to  the  directly  opposite  style  of  so  many 
modern  poets  who  have  endeavoured  to  rival  the  painter 
in  a  department  in  which  he  must  necessarily  vanquish 
them. 

I  find  that  Homer  describes  nothing  but  progres>ive 
actions,  and  that  when  he  paints  bodies  and  single  objects 
lie  does  it  only  as  contributory  to  such,  and  then  generally 
only  by  a  single  touch.  It  is  no  wonder,  then,  that 
where  Homer  paints,  the  artist  finds  least  to  employ  his 
pencil,  and  that  his  harvest  is  only  to  be  found  where  tin.* 
story  assembles  a  number  of  beautiful  bodies  in  beautiful 
attitudes,  and  in  a  space  advantageous  to  art,  however 
little  the  poet  himself  may  depict  these  forms,  these  atti- 
tudes, and  this  space.  If  we  go  through  the  whole  series 
of  paintings,  as  Caylus  proposes  them,  piece  by  piece,  we 
shall  find  in  each  a  proof  of  this  remark. 

I  here  quit  the  Count,  who  would  make  the  palette  of 
the  artist  the  touchstone  of  the  poet,  in  order  to  explain 
the  style  of  Homer  more  closely. 

For  one  thing,  I  say  that  Homer  has  generally  but  a 
single  characteristic ;  a  ship  is  for  him  now  the  black 
ship,  now  the  hollow  ship,  now  the  swift  ship,  at  most 
the  well-rowed  black  ship.  Farther  than  this  he  does 
not  enter  into  any  description  of  the  ship.  But  of  the 
sailing,  the  setting  out,  and  hauling  up  of  the  ship  he 
draws  a  detailed  picture  enough,  of  which,  if  the  artist 
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•wished  to  transfer  the  whole  of  it  to  his  canvas,  he  would 
\>e  compelled  to  make  five  or  six  different  paintings. 

If,  indeed,  special  circumstances  compel  Homer  to  fix 
our  attention  longer  upon  a  single  object,  he  nevertheless 
makes  no  picture  which  could  be  an  object  of  imitation  to 
an  artist  ;  but  by  innumerable  devices  he  contrives  to  set 
before  our  eyes  a  single  object,  as  it  would  appear  at 
•distinct  and  successive  instants,  in  each  of  which  it  is  in 
a  different  stage,  and  in  the  last  of  which  the  artist  must 
await  the  poet,  in  order  to  show  us  complete  that  which 
we  have  seen  the  poet  forming.  For  instance,  when 
Homer  wants  to  show  us  the  chariot  of  Juno,  Hebe  puts 
it  together,  piece  by  piece,  before  our  eyes.  We  see  the 
wheels,  the  axle,  the  seat,  the  pole,  the  traces  and  straps, 
not  as  they  are  when  all  fitted  together,  but  rather  as  they 
are  being  put  together  under  the  hands  of  Hebe.  Of  the 
wheel  alone  does  the  poet  give  us  more  than  a  single 
feature  ;  there  he  points  out,  one  by  one,  the  eight  bronze 
spokes,  the  golden  felloes,  the  tires  of  bronze,  and  the 
silver  naves.  One  might  almost  say  that,  because  there 
was  more  than  one  wheel,  he  felt  bound  to  spend  as  much 
more  time  in  their  description  as  putting  them  on 
separately  would  have  taken  in  reality.1 


rus  a<tros,  aura/3  virtpev 
irpoa-aprjpoTa,   6avp.a  I8e<r6au 
ir\rjp,va(.  8"  apyvpov  ewrl  TrcptSpo/AOi  aft<£oT£/oto0ev. 
</>pos  8e  \pvo-eotcri  KOI  apyvpeourLV  i/iaViv 
TeraTcu'   Sotat  Se  TrepiSpofjtoi  avruyfs  euriv 
G  S*  ef  apyvpeo1;  piyxos  7reA.£V   avrap  fir'  a/cpa> 
jcre  ^pvtmov  KaXov  £,vyov,  ev  Se 
A*   l)8aAe, 


^gain,  when  Homer  would  show  us  how  Agamemnon 
A-as  clad,  the  king  dons  each  article  of  his  dress,  separ- 
ately, in  our  presence  ;  his  soft  under-coat,  his  great 
mantle,  his  beautiful  half-boots,  and  his  sword.  Now  he 
is  ready,  and  grasps  his  sceptre.  We  see  the  garments 

1  Iliad,  T.  722. 
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•whilst  the  poet  is  describing  the  operation  of  putting. 
them  on  ;  but  another  would  have  described  the  robes 
themselves,  down  to  the  smallest  fringe,  and  we  should 
have  seen  nothing  whatever  of  the  action.2 

jnoAaKov  8"   evSuve  XITWVO, 

KoAov,  VT/yaT«ov,  TTtpi  8«  />teya  /SaAAero  </>apos. 
Tro<r(rl  8*  IITTO  AiTrapounv  eS^craTO  KaAa  Tre'SiAa* 
)l  8'  ap'  wfj.OL(7LV  /3aA.£TO  £t<£os  dpyvpoijAov, 
8e  crKrTrrov  7raT(i)iov,  a.<>0LTOV  cuet. 


This  sceptre  is  here  styled  "  the  paternal,"  "  the  imperish~ 
able,"  as  elsewhere  one  like  it  is  described  merely  a» 
Xpuo-e'ois  r/Aoicri  TrtTrap/AcVov,  "  golden-studded."  But  when 
a  closer  and  more  complete  picture  of  this  important 
sceptre  is  required,  what  does  Homer  do  then  ?  In  addi- 
tion to  the  golden  studs,  does  he  describe  the  wood  and 
the  carved  head  ?  He  might  have  done  so  if  he  had 
intended  to  draw  an  heraldic  description,  from  which,  in 
after-times,  another  sceptre  exactly  like  it  could  be  made. 
And  I  am  sure  that  many  a  modern  poet  would  have 
given  us  such  a  description  in  the  king-of-arms  style, 
believing  in  the  simplicity  of  his  heart  that  he  himself 
had  painted  the  sceptre,  because  he  had  supplied  the 
artist  with  the  materials  for  so  doing.  But  what  does 
Homer  care  how  far  he  leaves  the  painter  in  his  rear  ? 
Instead  of  the  appearance  he  gives  us  the  history  of 
the  sceptre;  first,  it  is  being  formed  by  the  labour  of 
Vulcan;  next,  it  glitters  in  the  hands  of  Jupiter;  now 
it  betokens  the  dignity  of  Mercury  ;  now  it  is  the  martial 
wand  of  the  warlike  Pelops  ;  now  the  shepherd's  staff  of 
the  peaceful  Atreus.3 

(7K7J    TTTpOV,    ...    TO    fJLCV  "H^tttOTOS    K<i[Jit 
H^KXICTTOS    /t€V    t8aJ/C£    Alt 

avrap  dpa  Zevs  8w 

Ep/x.£tas  8«   ava£  Sto/cev  , 

aura/)  6  aure  HeXo\f/  SU>K'  Arpei',  7roiju.cn  Aaoiv* 

Arpcvs  Se  Ovrjo-Ktov  eAiTrev  TroAmpvi  Qvea-ry 
avrap  6  avrc  ©War'  'Aya/Aejavovi  ACITTC 
voAAjjo-iv  VT^croKTi  Kol  'Apyci  Travri  avdao-tiv 

1  Iliad,  ii.  42.  •  Rid.  ii.  10L 
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Now  I  am  better  acquainted  with  this  sceptre  than  if  a 
painter  were  to  place  it  before  my  eyes  or  a  second 
Vulcan  give  it  into  my  hands.  I  should  not  be  surprised 
to  find  that  one  of  the  old  commentators  of  Homer  had 
admired  this  passage  as  the  most  perfect  allegory  of  the 
origin,  progress,  establishment,  and  final  hereditary 
succession  of  kingly  power  among  men.  I  should  indeed 
smile  if  I  read  that  Vulcan,  who  made  the  sceptre, 
repi'esented  fire,  which  is  indispensable  to  man's  support, 
and  that  alleviation  of  his  wants  generally  which  per- 
suaded the  men  of  early  times  to  submit  themselves  to 
the  authority  of  an  individual ;  that  the  first  king,  a 
eon  of  Time  (Zeus  KponW),  was  a  venerable  patriarch, 
who  was  willing  to  share  his  power  with  a  man  remark- 
able for  his  eloquence  and  ability,  with  a  Hermes 
(Aia/crdpo)  'A.pyei<f>6vT7)*),  or  to  deliver  it  over  entirely  to 
him ;  that  in  course  of  time  the  clever  orator,  as  the 
young  state  was  threatened  by  foreign  enemies,  resigned 
his  power  into  the  hands  of  the  bravest  warrior  (IleAorn 
TrA^iTrTrw) ;  that  the  brave  warrior,  after  he  had  exter- 
minated his  foes  and  assured  the  safety  of  the  kingdom, 
artfully  contrived  to  establish  his  son  in  his  place; 
who,  as  a  peace-loving  ruler,  and  benevolent  shepherd  of 
his  people  (TTOI/AT)V  Aawi'),  first  rendered  them  familiar  with 
a  life  of  pleasure  and  superfluity ;  at  his  death,  therefore, 
the  way  was  paved  for  the  richest  of  his  connexions 
(jroXvapvi  ®v€<TTf])  to  acquire  Try  gifts  and  bribery,  and 
afterwards  secure  to  his  family,  as  a  purchased  possession, 
that  power  which  hitherto  confidence  only  had  bestowed, 
and  merit  had  esteemed  a  burden  rather  than  a  dignity. 
I  should  smile,  but  nevertheless  I  should  be  strengthened 
in  my  esteem  for  the  poet  to  whom  so  much  meaning 
could  be  lent.  All  this,  however,  is  a  digression  from 
my  subject ;  and  I  merely  view  the  history  of  the 
sceptre  as  a  device  of  art  by  which  the  poet  causes  us 
to  linger  over  a  single  object,  without  entering  into  a 
cold  description  of  its  parts.  Even  when  Achilles  swears 
by  his  sceptre  to  revenge  the  neglect  with  which 
Agamemnun  has  treated  him,  Homer  gives  us  the  history 
of  this  sceptre.  We  see  it  putting  forth  leaves  upon 
the  hill ;  the  steel  divides  it  from  the  stem,  strips  it  of 
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its  leaves  and  bark,  and  renders  it  fit  to  serve  the 
judges  of  the  people,  as  an  emblem  of  their  godlike 
dignity.* 

val  fJLa  roSe  (rKrJTrrpov,  TO  /Ltev  ovTrore  <f>v\\a  «al  o£ous 

<f>v<r€t,   CTretSr)  Trpfara  TOfJt,rjv  ev  opefrcri 

ouS'  ava.6f]Kr)(TU'  irepl  yap  pd  I  ^oA/cos 

<£uAAa  re  Kal  (frXoiov  vvv  avre  JU.EV  wcs 

ev  TraAa^ys  <j)opeov<n  St*ca(77roAoi,  of  re  $e//.io-Tas 

Trpos  Aios  eipiWai. 

It  was  not  so  much  Homer's  desire  to  describe  tvro 
sceptres  of  different  material  and  shape  as  to  convey  to 
our  minds  a  clear  and  comprehensive  image  of  that 
difference  of  power  of  which  they  were  the  emblems — 
the  one  the  work  of  Vulcan,  the  other  cut  by  some 
unknown  hand  upon  the  hill ;  the  one  an  ancient  posses- 
sion of  a  noble  house,  the  other  destined  for  the  hand  of 
any  to  whom  it  might  chance  to  fall;  the  one  extended 
by  a  monarch  over  many  isles  and  the  whole  of  Argos, 
the  other  borne  by  one  from  the  midst  of  the  Greeks,  to 
whom,  with  others,  the  maintenance  of  the  laws  had  been 
entrusted.  This  was  the  real  difference  which  existed 
between  Agamemnon  and  Achilles :  and  which  Achilles, 
in  spite  of  all  his  blind  rage,  could  not  but  confess. 

But  it  is  not  only  where  he  combines  such  further  aims 
with  his  descriptions  that  Homer  disperses  the  picture 
of  the  object  over  a  kind  of  history  of  it ;  he  follows  the 
same  course,  where  the  picture  itself  is  the  only  end  in 
view,  in  order  that  its  parts,  which,  naturally,  are  seen 
beside  each  other,  may,  by  following  upon  one  another, 
bo  seen  as  naturally  in  his  description,  and,  as  it  were, 
keep  pace  with  the  progress  of  the  narrative;  e.g.  he 
wishes  to  paint  us  the  bow  of  Pandarus ;  a  bow  of  horn, 
of  such  and  such  a  length,  well  polished,  and  tipped  with 
gold  at  either  end.  What  does  he  ?  Enumerate  all  these 
dry  details  one  after  the  other  ?  Not  at  all :  that  might  be 
called  a  specification  or  description  of  such  a  bow,  but  could 
never  be  called  painting  it.  He  begins  with  the  chase  of  the 
wild  goat  out  of  whose  horns  the  bow  was  made.  Pandarus 

4  Iliad,  i.  234. 
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himself  had  laid  in  wait  for  and  killed  it  among  the 
rocks ;  its  horns  were  of  an  extraordinary  size,  and  for 
that  reason  were  destined  by  him  to  be  turned  into  a 
bow.  Then  comes  their  manufacture ;  the  craftsman 
joins  them,  polishes  them,  and  tips  them.  And  thus, 
as  I  said  before,  in  the  poet  we  see  the  making  of  that 
which,  in  the  artist,  we  only  see  as  made.5 

rofov  fv£oov  l£dX.ov  aiyos 

aypiou,   ov  pa  iror    avros  VTTO  (rrepvoto  Tu^^aas, 
TreVpiys  £K/3cuVovTa,   8eSey/x.evos  tv  TrpoSoKTjcrii/ 
/^c/JAr/Kct  IT/DOS  orrjOos'   6  8'  VTTTIOS  l/A7T£<re  Trtrpy 
TOV  Kcpa.  IK  K£(f>aXf)s  CKKaiSe/caSajpa  ire^VK.f.1' 
tcai  TO.  ftkv  acrKTjo'as  xepao^oos  f/pape  re/crtov, 
TTO.V  8'   eu  XeiTjvas,  x/Dixre^v  tTre^Ke  Kopwvrjv. 

I  should  never  come  to  an  end  if  I  were  to  transcribe  all 
the  examples  of  this  kind.  They  will  occur,  without 
number,  to  every  one  who  is  familiar  with  Homer. 
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BUT,  it  will  be  answered,  symbols  of  poetry  are  not 
merely  progressive,  but  are  also  arbitrary  ;  and,  as  arbi- 
trary symbols,  are  certainly  capable  of  representing  bodies 
as  they  exist  in  space.  Examples  of  this  might  be  cited 
from  Homer  himself,  whose  shield  of  Achilles  one  need  only 
call  to  mind  in  order  to  have  the  most  decisive  instance 
how  comprehensively,  and  yet  poetically,  a  single  object 
may  be  described  by  its  parts  placed  in  juxtaposition. 

I  will  reply  to  this  tAvofold  objection.  1  call  it,  two- 
fold because  a  justly  drawn  conclusion  must  stand  even 
without  an  example ;  and,  on  the  other  hand,  an  example 
of  Homer  would  be  of  great  weight  with  me,  even  if  I 
did  not  know  any  argument  by  which  to  justify  it. 

It  is  true  that,  since  the  symbols  of  speech  are  arbitrary, 
it  is  quite  possible  that  by  it  the  parts  of  a  body  may  be 
made  to  follow  upon  one  another  just  as  easily  as  they 

•  Iliad,  iv.  105. 
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stand  side  by  side  in  nature.  But  this  is  a  peculiarity 
of  language  and  its  signs  generally,  and  not  in  so  far 
forth  as  they  are  most  adapted  to  the  aim  of  poetry. 
The  poet  does  not  merely  wish  to  be  intelligible;  the 
prose  writer  is  contented  with  simply  rendering  his 
descriptions  clear  and  distinct,  but  not  the  poet.  He 
must  awaken  in  us  conceptions  so  lively,  that,  from  the 
rapidity  with  which  they  arise,  the  same  impression 
should  be  made  upon  our  senses  which  the  sight  of  the 
material  objects  that  these  conceptions  represent  would 
produce.  In  this  moment  of  illusion  we  should  cease  to 
be  conscious  of  the  instruments — his  words — by  which 
this  effect  is  obtained.  This  was  the  source  of  the  expla- 
nation of  poetical  painting  which  we  have  given.  But  a 
poet  should  always  produce  a  picture;  and  we  will  now 
proceed  to  inquire  how  far  bodies,  according  to  their  parts 
in  juxtaposition,  are  adapted  for  this  painting. 

How  do  we  attain  to  a  distinct  conception  of  an  object 
in  space  ?  First,  we  look  at  its  parts  singly ;  then  at  their 
combination;  and,  lastly,  at  the  whole.  The  different 
operations  are  performed  by  our  senses  with  such  aston- 
ishing rapidity  that  they  appear  to  us  to  be  but  one ;  and 
this  rapidity  is  indispensable,  if  we  are  to  form  an  idea  of 
the  whole,  which  is  nothing  more  than  the  resultant  of 
the  ideas  of  the  parts  and  of  their  combination.  Sup- 
posing, therefore,  that  the  poet  could  lead  us,  in  the  most 
beautiful  order,  from  one  part  of  the  object  to  another ; 
supposing  that  he  knew  how  to  make  the  combination  of 
these  parts  ever  so  clear  to  us ;  still,  how  much  time 
would  be  spent  in  the  process  ?  What  the  eye  takes  in  at 
a  glance  he  enumerates  slowly  and  by  degrees;  and  it 
often  happens  that  we  have  already  forgotten  the  first 
traits  before  we  come  to  the  last ;  yet  from  these  traits  we 
are  to  form  our  idea  of  the  whole.  To  the  eye  the  parts 
once  seen  are  continually  present ;  it  can  run  over  them 
time  after  time,  while  tne  ear,  on  the  contrary,  entirely 
loses  those  parts  it  has  heard,  if  they  are  not  retained  in 
the  memory.  And  even  if  they  are  thus  retained,  what 
trouble  and  effort  it  costs  us  to  renew  their  whole  impres- 
sion in  the  same  order,  and  with  the  same  liveliness ;  to 
pass  them  at  one  time  under  review  with  but  moderate 


LAOKOON.  99 

rapidity,   in   order  to   attain  any    possible   idea    of  the 
whole ! 

I  will  illustrate  this  position  by  an  example,  which  may 
be  called  a  masterpiece  of  its  kind.1 

"  There  towers  the  noble  gentian's  lofty  head 

Far  o'er  the  common  herd  of  vulgar  plants, 
A  whole  flower  people  'neath  his  flag  is  led, 

E'en  his  blue  brother  bends  and  fealty  grants. 
In  circled  rays  his  flowers  of  golden  sheen 

Tower  on  the  stem,  and  crown  its  vestment  grey ; 
His  glossy  leaves  of  white  bestreak'd  with  green 

Gleam  with  the  watery  diamond's  varied  ray. 
O  law  most  just !  that  Might  consort  with  Grace, 
In  body  fair  a  fairer  soul  has  place. 

Here,  like  grey  mist,  a  humble  earth-plant  steals, 

Its  leaf  by  Xature  like  a  cross  disposed ; 
The  lovely  flower  two  gilded  bills  reveals, 

Borne  by  a  bird  of  amethyst  composed. 
There  finger-shaped  a  glancing  leaf  endues 

A  ciystal  stream  with  its  reflexion  green : 
The  flower's  soft  snow,  stain'd  with  faint  purple  hues, 

Clasps  a  striped  star  its  blanched  rays  within. 
On  trodden  heath  the  rose  and  emerald  bloom, 
And  craggy  hills  a  purple  robe  assume." 

These  are  herbs  and  flowers,  which  the  learned  poet 
describes  with  great  art,  and  faithfulness  to  nature; 
paints,  but  paints  without  illusion.  I  will  not  say  that 
any  one  who  had  never  seen  these  herbs  and  flowers  could 
form  little  better  than  no  conception  of  them  therefrom ;  it 
may  be  that  all  poetical  descriptions  require  a  previous 
acquaintance  with  their  object;  nor  will  I  deny  that,  if 
any  one  has  the  advantage  of  such  acquaintance,  the 
poet  might  awaken  in  him  a  more  lively  idea  of  some 
of  the  parts.  I  only  ask  him  what  is  the  case  with 
respect  to  the  conception  of  the  whole?  If  this  also  is 
to  be  vivid,  no  individual  prominence  must  be  given  to 

1  See  Von  Haller'a  '  Alpen.1 
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single  parts,  but  the  higher  light  must  seem  distributed 
to  all  alike ;  and  our  imagination  must  have  the  power 
of  running  over  all  with  the  same  speed,  that  it  may 
at  once  construct  from  them  that  which  can  be  at  once 
seen  in  nature.  Is  this  the  case  here?  And  if  it  is 
not,  how  can  it  have  been  said  that  "  the  most  faithful 
delineation  of  a  painter  would  prove  weak  and  dxill  in 
comparison  with  this  poetical  description  "  ? 2  It  is  far 
below  the  expression  of  which  lines  and  colours  upon 
a  surface  are  capable;  and  the  critic  who  bestowed 
this  exaggerated  praise  upon  it  must  have  contem- 
plated it  from  an  entirely  false  point  of  view ;  he  must 
have  looked  to  the  foreign  ornaments  which  the  poet 
has  interwoven  with  it,  to  its  elevation  above  vegetable 
life,  and  to  the  development  of  those  inner  perfec- 
tions for  which  external  beauty  serves  merely  as  the 
shell,  more  than  to  this  beauty  itself,  and  the  degree 
of  liveliness  and  faithfulness  in  the  representation  of  it 
which  the  painter  and  poet  can  respectively  preserve. 
Yet  it  is  the  latter  only  with  which  we  have  any  con- 
cern here ;  and  any  one  who  would  say  that  the  mere 
lines — 

"  In  circled  rays  his  flowers  of  golden  sheen 

Tower  on  the  stem,  and  crown  its  vestment  grey ; 
His  glossy  leaves  of  white  bestreak'd  with  green 
Gleam  with  the  watery  diamond's  varied  ray  " 

— that  these  lines,  in  regard  to  the  impression  they 
create,  can  vie  with  the  imitation  of  a  Huysum,  must 
either  have  never  questioned  his  feelings,  or  be  deliber- 
ately prepared  to  belie  them.  They  are  verses  that  might 
be  very  beautiful,  recited  with  the  flower  before  us,  but 
which  by  themselves  express  little  or  nothing.  In  each 
word  I  hear  the  elaborating  poet,  but  I  am  very  far  from 
seeing  the  object  itself. 

Once  more,  therefore,  I  do  not  deny  to  language 
generally  the  power  of  depicting  a  corporeal  whole 
according  to  its  parts.  It  can  do  so,  because  its  symbols, 
although  consecutive,  are  still  arbitrary;  but  I  do  deny 

1  Breitinger's  Kritische  Dichlkunst,  vol.  ii  p.  807. 
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it  to  language,  as  the  means  of  poetry,  because  such 
verbal  descriptions  are  entirely  deficient  in  that  illusion 
which  is  the  principal  end  of  poetry.  And  this  illusion, 
I  repeat,  cannot  fail  to  be  wanting  to  them,  because 
the  coexistence  of  the  body  comes  into  collision  with  the 
consecutiveness  of  language,  and  though,  during  the 
solution  of  the  former  into  the  latter,  the  division  of 
the  whole  into  its  parts  is  certainly  made  easy  to  us, 
the  ultimate  recomposition  of  these  parts  into  their  whole 
is  rendered  extremely  difficult,  and  often  impossible. 

Everywhere,  therefore,  where  illusion  is  not  the  ques- 
tion, where  the  writer  appeals  only  to  the  iinderstanding 
of  his  readers,  and  merely  aims  at  conveying  distinct 
and,  as  far  as  it  is  possible,  complete  ideas,  these  descrip- 
tions of  bodies,  so  justly  excluded  from  poetry,  are  quite 
in  place ;  and  not  only  the  prose  writer,  but  even  the 
didactic  poet  (for  where  he  is  didactic  he  ceases  to  be  a 
poet),  may  make  use  of  them  'with  great  advantage. 
Thus,  for  instance,  in  his  Georgics,  Virgil  describes  a  cow 
fit  for  breeding — 

"  Optima  torvae 

Forma  bovis,  cui  turpe  caput,  cui  plurima  cervix, 
Et  crurum  tenus  a  mento  palearia  pendent. 
Turn  longo  nullus  lateri  modus :  omnia  magna, 
Pes  etiam  ;  et  camuris  hirtse  sub  cornibus  aures. 
Jsec  mihi  displiceat  maculis  insignis  et  albo, 
Aut  juga  detrectans,  interdumque  aspera  conro 
Et  faciem  tauro  propior,  quaeque  ardua  tota, 
Et  gradiens  iina  verrit  vestigia  cauda."  3 

Or  a  beautiful  colt : — 

"  Illi  ardua  cervix, 

Argutumque  caput,  brevis  alvus  obesaque  terga ; 
Luxuriatque  toris  animosum  pectus,"  &c.* 

Here  it  is  plain  that  the  poet  thought  more  about  the 
discrimination  of  the  different  parts  than  about  the 
whole.  His  object  is  to  enumerate  the  points  of  a  beau- 
tiful colt,  or  useful  cow,  in  such  a  manner  that  on 
meeting  with  one  or  more  of  them  we  should  be  enabled 

•  Georg.  lib.  lit  51.  «  Ibid.  ?*• 
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co  form  a  judgment  of  their  respective  values.  But 
whether  or  not  these  good  points  can  be  recomposed  into 
an  animated  picture  is  a  matter  of  perfect  indifference  to 
him. 

With  the  exception  of  this  use  of  it,  the  detailed 
description  of  corporeal  objects,  without  the  above-men- 
tioned device  of  Homer  for  changing  what  is  coexisting 
in  them  into  what  is  really  successive,  has  always  been 
acknowledged  by  the  finest  judges  to  be  mere  cold,  insig- 
nificant work,  to  which  little  or  no  genius  can  be  attri- 
buted. When  the  poetaster,  says  Horace,  can  do  nothing 
more,  he  at  once  begins  to  paint  a  grove,  an  altar,  a  brook 
meandering  through  pleasant  meads,  a  rushing  stream,  or 
a  rainbow : — 

*'  Lucus  et  ara  Dianae, 

Et  properantis  aquse  per  amcenos  ambitus  agros, 
Aut  flumen  Ehenum,  aut  pluvius  describitur  arcus."  • 

Pope,  when  a  man,  looked  back  with  great  contempt  upon 
the  descriptive  efforts  of  his  poetic  childhood.  He 
expressly  desires  that  he  who  would  worthily  bear  the 
name  of  poet  should  renounce  description  as  early  as 
possible,  and  declares  that  a  purely  descriptive  poem  is 
like  a  banquet  consisting  of  nothing  but  sauces.6  On  Von 

*  De  Art.  Poet.  16. 

•  Prologue  to  the  Satires,  v.  340 : — 

"  That  not  in  Fancy's  maze  he  wander'd  long, 
But  stoop'd  to  Truth,  and  moraliz'd  his  song.1' 

Ibid.  v.  147. 

.      "  Who  could  take  offence, 
While  pure  Description  held  the  place  of  Sense  ?  " 

Warbur  ton's  remarks  upon  this  last  passage  mny  be  considered  as  an 
authentic  explanation  by  the  poet  himself.  "  He  uses  PURE  equivocally, 
to  signify  either  chaste  or  empty ;  and  has  given  in  this  line  what  he 
esteemed  the  true  character  of  descriptive  poetry,  as  it  is  called — a 
composition,  in  his  opinion,  as  absurd  as  a  feast  made  up  of  sauces. 
The  use  of  a  picturesque  imagination  is  to  brighten  and  adorn  good 
sense ;  so  that  to  employ  it  only  in  description  is  like  children's  de- 
lighting in  a  prism  for  the  sake  of  its  gaudy  colours ;  which,  when 
frugally  managed  and  artfully  disposed,  might  be  made  to  represent 
end  illustrate  the  noblest  objects  in  nature."  Both  poet  and  com- 
tuentator,  it  is  true,  look  at  the  question  from  a  moral  rather  than  an 
artistic  point  of  view.  So  much  the  better :  it  appears  aa  valueless 
from  one  point  as  from  the  other. 
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Kleist's  own  authority  I  can  assert  that  he  took  little 
pride  in  his  'Spring.'  Had  he  lived  longer,  he  would 
have  thrown  it  into  a  totally  different  form.  He  intended 
to  methodize  it,  and  reflected  upon  the  means  of  causing: 
the  multitude  of  images,  which  he  appears  to  have  taken* 
at  random,  now  here,  now  there,  from  revivified  creation, 
to  arise  and  follow  one  another  in  a  natural  order  before 
his  eyes.  He  would  at  the  same  time  have  followed  the 
advice  which  Marmontel,  doubtlessly  referring  to  his- 
eclogues,  had  bestowed  on  several  German  poets.  He 
would  have  converted  a  series  of  images,  thinly  inter- 
spersed with  feelings,  into  a  succession  of  feelings  but 
sparingly  interwoven  with  images.7 
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AND  yet  conld  even  Homer  be  said  to  have  fallen  into 
this  cold  description  of  material  objects  ? 

I  venture  to  hope  that  there  are  but  few  passages  which 
can  be  cited  in  support  of  this ;  and  I  feel  assured  that 
these  will  prove  to  be  of  such  a  kind  as  to  confirm  the 
rule  from  which  they  appear  to  be  exceptions. 

I  maintain  that  succession  of  time  is  the  department  of 
the  poet,  as  space  is  that  of  the  painter. 

To  introduce  two  necessarily  distant  points  of  time  into 
one  and  the  same  painting,  as  Fr.  Mazzuoli  has  the  rape 
of  the  Sabine  women  and  their  subsequent  reconciliation 
of  their  husbands  and  relations,  or  as  Titian  has  the  whole 
history  of  the  prodigal  son,  his  disorderly  life,  his  misery, 
and  his  repentance,  is  an  encroachment  by  the  painter 
upon  the  sphere  of  the  poet  which  good  taste  could  never 
justify. 

To  enumerate  one  by  one  to  the  reader,  in  order  to 
afford  him  an  idea  of  the  whole,  several  parts  or  things,  ' 

1  Poetique  Fran^aise.  t.  ii.  p.  501 :  "  J'ecrivais  ces  reflexions  avant 
que  lea  essais  des  Allemands  dans  ce  genre  (1'Eglogue)  fussent  connua 
parmi  nous.  Ils  ont  execute  ce  que  j'avais  con9U ;  et  s'ils  parviennent 
a  donner  plus  au  moral  et  moins  au  detail  des  peintures  physiques,  Us 
excelleront  dans  ce  genre,  plus  riche,  plus  vaste,  plus  fecond,  et  mfini- 
ment  plus  uaturel  et  plus  moral  que  celui  de  la  galunterie  champetre." 
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which,  if  they  are  to  produce  a  whole,  I  must  necessarily 
In  nature  take  in  at  one  glance,  is  an  encroachment  by 
the  poet  upon  the  sphere  of  the  painter,  whereby  he 
squanders  much  imagination  to  no  purpose. 

Yet  just  as  two  equitable  neighbouring  powers,  while 
not  allowing  either  to  presume  to  take  unbecoming  free- 
dom within  the  heart  of  the  dominions  of  the  other,  yet 
on  their  frontiers  practise  a  mutual  forbearance,  by  which 
both  sides  render  a  peaceful  compensation  for  those  slight 
aggressions  which,  in  haste  or  from  the  force  of  circum- 
stances, they  have  found  themselves  compelled  to  make 
on  one  another's  privileges ;  so  do  painting  and  poetry. 
-  In  support  of  this  view  I  will  not  cite  the  fact  that  in 
great  historical  pictures  the  single  moment  is  almost 
always  extended ;  and  that  perhaps  there  is  scarcely  any 
piece  very  rich  in  figures  in  which  every  one  of  them  is 
in  the  same  motion  and  attitude  in  which  he  would  have 
been  at  the  moment  of  the  main  action ;  some  being  repre- 
sented in  the  posture  of  a  little  earlier,  others  in  that  of 
=a  little  later,  period.  This  freedom  the  master  must 
(rectify  by  a  certain  refinement  in  the  arrangement,  by 
•bringing  his  several  characters  either  prominently  for- 
wards, or  placing  them  in  the  background,  which  allows 
them  to  take  a  more  or  less  momentary  share  in  what  is 
passing.  I  will  merely  avail  myself  of  a  remark  which 
Herr  .Mengs  has  made  upon  Raphael's  drapery :  "  There 
as  a  cause,"  he  says,  "  for  all  his  folds,  either  in  their  own 
•weight  or  in  the  motion  of  the  limbs.  We  can  often  tell 
from  them  how  they  have  been  before.  Herein  Raphael 
has  even  sought  to  give  significance.  We  can  see  from 
the  folds  whether  a  leg  or  arm,  previously  to  its  move- 
ment, was  in  a  backward  or  forward  posture ;  whether  a 
Ibent  limb  had  been,  or  was  in  the  act  of  being,  straight- 
•ened;  or  whether  it  had  been  straight  and  was  being 
contracted."  x  It  is  indisputable  that  in  this  case  the  artist 
combines  two  different  moments  in  one.  For,  as  that  part 
of  the  drapery  which  rested  upon  the  hinder  foot  would, 
unless  the  material  were  very  stiff  and  entirely  unsuitable 

1  <Jedanken    iiber    die   SrJionheit  u.  uber  don  Geschmack  in  des 
Malerei,.p.  -68. 
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for  painting,  immediately  follow  it  in  its  motion  forwards, 
there  is  no  moment  at  which  the  garment  can  form  any 
other  folds  than  those  which  the  present  attitude  of  the 
limb  requires  ;  and,  if  it  is  made  to  fall  in  other  folds,  the 
limb  is  represented  at  the  present  moment  and  the  drapery 
at  the  one  previous  to  it.  Yet  in  spite  of  this,  who  would 
be  punctilious  with  the  artist  who  has  seen  good  to  present 
us  with  both  these  moments  at  once  ?  Who  would  not 
much  rather  praise  him  for  having  had  the  understanding 
and  courage  to  fall  into  a  slight  error  for  the  sake  of 
attaining  greater  perfection  of  expression  ? 

The  poet  deserves  similar  indulgence.  His  progressive 
imitation  properly  permits  him  to  deal  with  only  one 
side,  one  property  of  his  material  object,  at  a  time.  But, 
when  the  happy  arrangement  of  his  language  enables  him 
to  do  this  with  a  single  word,  why  should  he  not  now  and 
then  venture  to  subjoin  a  second?  Why  not,  if  it  requires 
the  trouble,  a  third,  or  even  a  fourth  ?  I  have  already 
remarked  that  in  Homer,  for  example,  a  ship  is  only  the 
black  ship,  or  the  hollow  ship,  or  the  swift  ship:  at  the 
very  most,  the  well-manned  black  ship.  I  wish,  however, 
to  be  understood  as  speaking  of  his  style  generally ;  here 
and  there  a  passage  may  be  found  where  he  adds  the 
third  descriptive  epithet,  Ka/XTruAa  Kv/cAa,  ^aAxca,  OKTO- 
KF>7/j.a,2  round,  bronze,  eight-spoked  wheels.  Also  where 
the  fourth  dcrTrt'Sa  7ruvTO<re  etcr/yv,  Ka\rjv,  ^a\KfL7)v,  e£jJAaTov,* 
"  a  beautiful,  brazen,  wrought,  all-even  shield."  Who 
would  censure  him  for  it  ?  who  is  not  rather  grateful  to 
him  for  this  little  luxuriancy,  when  he  feels  what  a  good 
effect  it  may  produce  in  some  few  suitable  passages. 

But  I  will  not  allow  the  actual  justification  either  of 
the  poet  or  the  painter  to  rest  upon  the  above-mentioned 
analogy  of  two  friendly  neighbours.  A  mere  analogy 
proves  and  justifies  nothing.  Their  real  justification  is 
the  fact  that  in  the  work  of  the  painter  the  two  different 
moments  border  so  closely  upon  one  another  that,  without 
hesitating,  we  count  them  as  one ;  and  that  in  the  poet 
the  several  features,  representing  the  various  parts  and 

•  Iliad,  v.  722.  9  Ibid.  xii.  294. 
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properties  in  space,  follow  one  another  with  such  speed 
and  condensed  brevity  that  we  fancy  that  we  hear  all  at 
once. 

And  herein,  I  maintain,  Homer  is  aided  in  an  unusual 
degree  by  the  excellence  of  his  language.  It  not  only 
allows  him  all  possible  freedom  in  the  accumulation  and 
combination  of  epithets,  but  its  arrangement  of  these 
multiplied  epithets  is  so  happy  that  we  are  relieved  from 
the  prejudicial  delay  of  the  noun  to  which  they  refer. 
In  one  or  more  of  these  advantages  the  modern  languages 
fail  entirely.  Some  which,  as  the  French,  for  instance, 
must  convert  the  KapirvXa.  KvxXa,  ^aA/cca,  oKTaKvy/jia,  into 
euch  a  periphrasis  as  "  the  round  wheels,  which  wero 
made  of  brass  and  had  eight  spokes,"  express  the  sense, 
but  annihilate  the  picture ;  yet  here  the  picture  is  every- 
thing and  the  sense  nothing ;  and  the  one  without  the 
other  turns  a  very  lively  poet  into  a  most  tedious  twaddler. 
This  fate  has  often  befallen  Homer  under  the  pen  of  the 
conscientious  Dacier.  Our  German  tongue,  on  the  other 
hand,  though  it  can  replace  the  epithets  by  equivalent 
adjectives  quite  as  short,  has  not  the  power  of  imitating 
the  advantageous  arrangement  of  the  Greek.  We  say, 
indeed,  "  the  round,  brazen,  eight-spoked  "  (die  runden  eher- 
nen,  achtspeichigten),  but  "  wheels "  (Rader)  drags  behind. 
Who  does  not  feel  that  three  distinct  predicates,  before 
we  learn  the  subject,  can  only  produce  a  weak  and  con- 
fused picture  ?  The  Greek  joins  the  subject  at  once  to  the 
first  predicate,  and  leaves  the  others  to  follow.  He  says, 
•"round  wheels,  brazen,  eight-spoked."  Thus  we  know 
at  once  what  he  is  speaking  of,  and  become  acquainted, 
conformably  with  the  natural  order  of  thought,  first  with 
the  thing  of  which  he  speaks,  and  afterwards  what  is 
accidental  to  it.  This  advantage  our  language  has  not ; 
or,  perhaps.  I  should  say  possesses,  but  can  rarely  uso 
•without  being  equivocal.  It  comes  to  the  same  thing. 
For,  if  we  place  the  epithets  after  the  substantive,  they 
must  stand  in  statu  absolute ;  wo  must  say,  "  round  wheels, 
brazen,  and  eight-spoked"  (runde  Udder,  ehern  und  acld- 
epeichigf).  Now,  in  this  statu,  our  adjectives  are  just  the 
game  as  adverbs ;  and,  if  we  construe  them  as  such  with 
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the  next  vert  that  is  predicated  of  the  subject,  must  pro- 
duce not  unfrequently  a  completely  false  and  at  all  events 
a  very  ambiguous  meaning. 

But  I  am  wasting  my  time  on  trifles,  and  appear  as  if 
I  meant  to  forget  the  shield — that  famous  picture,  the 
shield  of  Achilles,  in  respect  of  which  especially,  Homer, 
in  ancient  times,  was  regarded  as  a  master  of  painting.* 
A  shield  at  any  rate,  it  will  be  said,  is  a  single  material 
object,  which  a  poet  cannot  be  allowed  to  describe  accord- 
ing to  its  parts  in  juxtaposition.  And  yet  Homer,  in 
more  than  a  hundred  splendid  lines,  has  described  its 
material,  its  form,  and  all  the  figures  which  filled  its 
enormous  surface,  so  circumstantially  and  closely,  that 
modern  artists  have  not  found  it  difficult  to  produce  a 
drawing  of  it  corresponding  in  all  points. 

My  reply  to  this  particular  objection  is,  that  I  have 
already  answered  it.  Homer  does  not  describe  the  shield 
as  finished  and  complete,  but  as  it  is  being  wrought. 
Thus  he  here  also  makes  use  of  that  knack  of  art  which 
I  have  commended ;  changing  that  which,  in  his  sub- 
ject, is  coexistent  into  what  is  consecutive,  and  thereby 
converting  a  tedious  painting  of  a  body  into  a  vivid  picture 
of  an  action.  We  see,  not  the  shield,  but  the  divine  craft- 
master  as  he  executes  it.  He  steps  with  hammer  and 
tongs  before  his  anvil,  and,  after  he  has  forged  tho  plates 
out  of  the  raw  material,  the  figures  which  he  destines 
for  the  ornament  of  the  shield  rise,  one  after  another, 
out  of  the  bronze,  under  our  eyes,  beneath  the  finer  strokes 
of  his  hammer.  We  never  lose  sight  of  him  until  all  is 
ready ;  and  when  it  is  complete,  we  feel  indeed  astonish- 
ment at  the  work,  but  it  is  the  confident  astonishment 
of  an  eye-witness,  who  has  seen  it  produced. 

This  cannot  be  said  of  the  shield  of  ^Eneas  in  Virgil. 
The  Roman  poet  either  did  not  here  feel  the  refinement 
of  his  model,  or  the  objects  which  he  wished  to  introduce 
upon  his  shield  appeared  to  him  of  such  a  kind  as  not  well 
to  admit  of  being  executed  before  our  eyes.  They  were  pro- 
phecies, in  respect  to  which  it  would  certainly  have  been 

4  Dionysius  Halicarnassi  in  Vita  Homeri  apud  Th.  Gale  in  O^uac, 
Mythol.  p.  401. 
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inappropriate  if  the  god  had  uttered  them  in  our  presence 
as  distinctly  as  the  poet  has  afterwards  explained  them. 
Prophecies,  as  such,  require  a  darker  language,  in  which 
the  real  names  of  the  persons  of  futurity,  of  whom  they 
epeak,  are  out  of  place ;  yet,  apparently,  these  real  names 
were  all-important  to  the  courtier  poet.5  But  if  this 
defence  justifies  him,  it  does  not  do  away  with  the  bad 
effect  which  his  deviation  from  Homer's  style  here  pro- 
duces. All  readers  of  refined  taste  will  allow  that  I  am 
right.  The  preparations  which  Vulcan  makes  for  his 
work  are  nearly  the  same  in  Virgil  as  in  Homer.  But, 
whilst  in  Homer  not  only  the  preparations  for  labour,  but 
the  labour  itself,  is  seen,  Virgil,  after  he  has  given  us  a 
general  view  of  the  god  employed  with  his  Cyclopes  — 

5  I  see  that  Servius  adduces  another  argument  in  Virgil's  justifica- 
tion :  for  Servius  also  lias  remarked  the  difference  that  exists  between 
Virgil's  shield  and  Homer's :  "  Sane  interest  inter  hunc  et  Homeri 
clypeum;  illic  euim  singula  dum  fiunt  narrantur;  lac  vero  perfecto 
opere  nascuntur ;  nam  et  hie  anna  prius  accipit  vEneas,  qnam  spec- 
taret ;  ibi  postquam  omnia  narrata  sunt,  sic  a  Thetide  deferuntur  ad 
Achillem  "  (Ad.  v.  625,  lib.  viii.  JiJiieid).  And  why  ?  Because,  in 
Servius's  opinion,  uot  only  the  unimportant  events,  which  the  poet 
mentions,  but 

.        "  genus  omne  futurae 
Stirpie  ab  Ascanio,  puguataque  in  ordine  bella," 

were  wrought  upon  the  shield  of  Mneas.  It  would  not  then  hare  been 
possible  for  the  whole  series  of  posterity  to  have  been  mentioned  indivi- 
dually, and  for  the  wars  they  fought  to  have  been  related  in  chronological 
order  by  the  poet,  as  quickly  as  they  would  have  been  executed  on  the 
•sliield  by  Vulcan.  This  sterns  to  be  the  meaning  of  the  somewhat 
obscure  passage  in  Servius :  "  Opportune  ergo  Virgilius,  quia  non 
videtur  simul  et  narrationia  celeritas  potuisse  connect!,  et  opus  tain 
vclociter  expedire,  ut  ad  verbum  posset  occurrere."  As  Virgil  could 
only  bring  forward  a  small  part  of  the  non  enarrabile  textum  cJypei,  so  also 
tie  could  not  eveu  do  it,  whilst  Vukan  was  forging  it ;  but  was  forced 
to  be  silent  until  all  was  ready.  I  wish,  for  Virgil's  sake,  that  Servius's 
reasoning  was  altogether  without  foundation :  my  defence  would  be  far 
more  creditable  for  him.  What  necessity  was  there  for  his  introducing 
the  whole  of  Roman  history  into  his  shield  ?  In  but  a  few  pictures 
Homer  made  his  shield  an  epitome  of  everything  that  happens  in 
<he  world.  One  would  be  almost  led  to  think  that  Virgil,  though  he 
despaired  of  surpassing  Homer  in  the  execution  of  his  shield,  and  in 
fcis  choice  of  subjects  for  it,  hoped  at  least  to  exceed  him  in  the  number 
of  his  subjects.  And  what  would  have  been  more  childish? 
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**  Ingentem  clypeum  informant   ...» 

.          .   Alii  ventosis  follibus  auras 
Accipiunt,  redduntque ;  alii  stridentia  tingunt 
/Era  lacu  ;  gemit  impositis  incudibus  antrum  ; 
Illi  inter  sese  multa  vi  brachia  tollunt 
In  nunierum,  versantque  tenaci  forcipe  massam,"6 

lets  the  curtain  fall  at  once,  and  transports  us  to  quite  a 
different  scene,  whence  he  gradually  conducts  us  to  the 
valley,  in  which  Yenus  comes  to  ^Eneas  with  the  arms, 
that  have  been,  in  the  meantime,  completed.  She  sets 
them  against  the  trunk  of  an  oak,  and,  after  the  hero  has 
sufficiently  gazed  at,  admired,  felt,  and  tried  them,  the 
description,  or  rather  the  painting,  of  the  shield  begins, 
which  by  the  everlasting  "Here  is"  and  "There  is,'' 
"  Next  there  stands  "  and  "  Not  far  off  is  seen,"  grows  so 
cold  and  tedious  that  all  the  poetic  ornament  which  a 
Virgil  could  bestow  on  it  is  required  to  prevent  its  be- 
coming intolerable.  Since  this  picture,  in  the  next  place, 
is  not  delineated  by  ^Eneas,  being,  as  he  is,  amused  with 
the  mere  figures,  and  knowing  nothing  about  theii 
meaning — 

"  Eerumque  ignarus  imagine  gaudet ; " 

nor  by  Yenus,  although  she  must  presumably  have  known 
just  as  much  of  the  future  destinies  of  her  beloved  progeny 
as  did  her  easy-going  husband ;  but  since  the  explanation 
is  given  by  the  mouth  of  the  poet  himself,  therefore  the 
action  of  the  poem  is  manifestly  at  a  standstill  whilst  it 
lasts.  Not  one  of  his  characters  takes  any  part  in  it ;  nor 
is  the  sequel  in  the  least  affected,  whether  this  or  anything 
else  is  represented  on  the  shield ;  the  clever  courtier,  who 
adorns  his  subject  with  every  kind  of  flattering  allusion, 
is  transparent  in  it  all,  but  not  the  great  genius,  which 
relies  entirely  upon  the  intrinsic  merit  of  his  work,  and 
rejects  all  external  means  of  being  interesting.  The  shield 
of  ^Eneas  is,  in  consequence,  really  an  interpolation,  simply 
and  solely  designed  to  flatter  the  national  pride  of  the 
Roman  people.  It  is  a  foreign  stream  turned  by  the  poet 

*  >£neia,  viii.  «7. 
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into  his  main  river  to  make  the  latter  a  little  more  stir- 
ring. The  shield  of  Achilles,  on  the  contrary,  is  the 
growth  of  its  own  fruitful  soil :  for  a  shield  was  to  be 
made;  and,  since  nothing  that  is  necessary  comes  from 
the  hand  of  the  divinity  without  grace  also,  it  must  needs 
have  ornament.  But  the  art  lay  in  treating  these  deco- 
rations merely  as  such ;  in  interweaving  them  into  the 
main  subject,  and  making  it  furnish  the  opportunity  of 
showing  them  to  us :  all  this  could  only  be  accomplished 
in  the  style  of  Homer.  Homer  makes  Vulcan  expend  his 
skill  in  decoration  because  he  has  to  produce,  and  whilst 
he  does  produce,  a  shield  that  is  worthy  of  him.  Virgil, 
on  the  other  hand,  appears  to  make  him  forge  the  shield 
for  the  sake  of  its  decorations,  since  he  considers  them  of 
sufficient  importance  to  be  described  particularly,  long 
after  the  shield  has  been  completed. 


CHAPTEK  XIX. 

THE  objections  which  the  elder  Scaliger,  Perrault,  Teras- 
son,  and  others  have  raised  against  Homer's  shield,  as  well 
as  the  replies  made  to  them  by  Dacier,  Boivin,  and  Pope, 
are  well  known.  To  me  these  last  appear  often  to  commit 
themselves  too  far,  and,  from  a  confidence  in  the  goodness 
of  their  cause,  to  have  maintained  opinions  as  incorrect  as 
they  are  ineffective  for  the  justification  of  the  poet. 

To  meet  the  main  objection,  that  Homer  fills  the  shield 
with  such  a  number  of  figures  that  they  cannot  possibly 
be  contained  within  its  circumference,  Boivin  undertook 
to  have  it  drawn,  giving  heed  to  the  required  measure- 
ment. His  idea  of  the  several  concentric  circles  is  very 
ingenious,  although  the  words  of  the  poet  do  not  afford 
any  ground  for  it,  and  there  are  no  traces  of  the  ancients 
having  employed  such  compartments  on  their  shields.  I 
should  rather,  since  Homer  calls  it  O-QKOS  Trdvroo-e  SeSaiAu/AeW, 
"  a  shield  artistically  wrought  on  all  sides,"  obtain  a  large* 
surface  by  calling  in  the  concave  side  to  my  assistance : 
for  that  the  ancient  artiste  did  not  leave  this  side  unorna- 
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merited  is  proved  from  Pheidias'  shield  of  Minerva.1  But  it 
was  not  enough  that  Boivin  neglected  to  avail  himself  of 
this  advantage,  he  unnecessarily  increased  in  number  the 
designs  themselves ;  for  which  he  was  obliged  to  find  room 
in  a  space  thus  diminished  by  one  half,  whilst  he  broke  up 
into  two  or  three  distinct  pictures  what  the  poet  mani- 
festly intended  for  only  one.  I  know  very  well  what  was 
his  inducement  to  do  so,  but  he  ought  not  to  have  been 
influenced  by  it.  Instead  of  labouring  to  satisfy  the 
requirements  of  his  opponents,  he  should  have  shown  them 
that  their  demands  were  unreasonable. 

I  shall  be  able  to  make  myself  more  clearly  compre- 
hended by  an  example.     When  Homer  says  of  a  town2 — 

A.O.OI  8'   civ  ayopfj  «rav  aOpooi'   (.vOa.  Se  VCLKOS 
topwpcf   8vo  8'  av8pes  eVeiKeov  eiveKa  TTOIVT}? 
dvSpos  nTTOf^OifJifvov   b  (j.ev  eu^ero,  TTO.VT    aTroSoweu, 
8?7/xa>  iri^avoxoH'*  o  8'  dvcuvero,  (j.-r]8ev  e/\ecr$at. 
au(j)<j)  8'  IccrOrjv  CTTI  icrropi  irflpap  eAccrdau 
Xaol  8'   djU^OTepOMTiv  CTTT^TTVOV  d/ji<£is  dpwyot. 
xypvKes  8'   apa.  Xaov  Iprjrvov  ol  8c  ye/aovres 
eiar'   CTTI  ^tcrToivi  Xt^ots,   icpw  Ivl  KVK\(a~ 
crKrJTTTpa  Se  KfjpvKtav  cv  \tp<T    f-X°v  ^epo^u)va)v. 
TOtcrtv  eTreiT*  rjia-<TOVt  a/jtoty8r;8is  Be  Si/ca^ov. 
Kfiro  8'  a.p    tv  p.€(T(rouTi.  8v<D  ^pvcroto  roAavra. 

• — I  do  not  believe  that  he  intended  to  draw  more  than  one 
picture — that  of  a  public  trial  about  the  contested  pay- 
ment of  a  heavy  fine  for  a  manslaughter  that  had  been 
committed.  An  artist  who  wishes  to  execute  this  subject 
cannot  make  use  of  more  than  one  moment  of  it  at  once : 
either  the  moment  of  the  accusation,  or  of  the  examination 
of  witnesses,  or  the  giving  judgment,  or  any  other 
moment,  before,  after,  or  between  these  points,  that  seems 
most  suitable  to  him.  This,moment  he  renders  as  preg- 
nant as  possible,  and  executes  it  with  all  the  illusion 
which  constitutes  the  great  superiority  of  art  over  poetry 
in  the  representation  of  visible  objects.  The  poet  is  infi- 
nitely surpassed  in  this  respect,  and,  if  he  wishes  to  paint 
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the  same  object  in  -words  without  complete  failure,  what 
tan  he  do  but  avail  himself  likewise  of  his  own  peculiar 
advantages?  And  these  are,  the  liberty  to  extend  his 
description  over  the  time  preceding  and  subsequent  to  the 
single  instant  which  is  the  subject  of  the  picture  :  and  the 
power  of  showing  us  not  only  what  the  artist  shows  us, 
but  also  that  which  the  latter  can  only  leave  to  our  con- 
jecture. Through  this  liberty  and  this  power  alone  is  the 
poet  enabled  to  rival  the  artist.  Their  works  will  appear 
most  similar  when  their  effects  are  equally  lively,  not 
when  the  one  imparts  to  the  soul  through  the  ear  neither 
more  nor  less  than  the  other  presents  to  the  eye.  If 
Boivin  had  judged  the  passage  of  Homer  according  to  this 
principle,  he  would  not  have  divided  it  into  as  many  pic- 
tures as  he  thought  he  perceived  distinct  periods  of  time 
in  it.  It  is  true  that  all  that  Homer  says  could  not  have 
been  combined  in  a  single  picture.  The  accusation  and 
defence,  the  production  of  witnesses,  the  clamours  of  the 
divided  crowd,  the  endeavours  of  the  herald  to  still  the 
tumult,  and  the  decision  of  the  arbitrators,  are  things 
which  must  follow  one  another,  and  cannot  exist  beside 
one  another.  Still,  to  express  myself  scholastically,  what 
is  not  contained  in  the  painting  actu  is  there  virtute ;  and 
the  only  true  method  of  imitating  a  material  picture  by 
words  is  that  which  combines  what  is  virtually  implied 
in  it  with  what  is  actually  visible,  and  does  not  confine 
itself  within  the  limits  of  art ;  within  which  the  poet 
indeed  can  reckon  the  data  for  a  picture,  but  can  never 
produce  a  picture  itself. 

In  the  same  manner  Boivin  divides  the  picture  of  the 
beleaguered  town3  into  three  different  designs.  He  might 
just  as  well  have  divided  it  into  a  dozen  parts  as  three. 
For  when  he  had  once  failed  to  seize  upon  the  spirit  of  the 
poet,  and  had  required  him  to  submit  to  the  unities  of 
material  painting,  he  might  have  found  so  many  trans- 
gressions of  these  unities  that  it  would  have  been  almost 
necessary  to  allot  a  separate  compartment  on  the  shield  to 
every  -separate  trait  of  the  poet.  But,  in  my  opinion, 
Homer  has  not  drawn  more  than  ten  distinct  pictures  upor 

»  Diad,  xriii.  509, 


LAOKOON.  113 

the  entire  shield,  each  of  which  he  begins  with  ev  p.lv 
(Tev£e,  or  ev  Se  iroirjcre,  or  ev  S'  triOfi,  or  ev  £e  TrouaAAe  *Aya<£i- 
yvTjas.4  Where  there  are  not  these  introductory  words, 
there  is  no  ground  for  assuming  a  distinct  picture.  On 
the  contrary,  all  they  enclose  must  be  considered  as  a 
single  picture,  wanting  only  that  arbitrary  concentration 
into  a  single  point  of  time  which,  as  a  poet,  he  was  in  no 
way  bound  to  observe.  I  should  rather  say  that  had  he 
maintained  and  rigidly  complied  with  it,  had  he  abstained 
from  introducing  the  smallest  feature,  which  could  not 
have  been  combined  with  it  in  a  material  representation  of 
his  picture,  in  a  word,  had  he  so  acted  as  his  critics  would 
have  desired  him,  he  would  not,  it  is  true,  have  laid  him- 
self open  to  the  censure  of  these  gentlemen,  but  he  would 
not  have  won  the  admiration  of  any  man  of  taste. 

Pope  approved  of  the  divisions  and  designs  of  Boivin, 
but  thought  that  he  had  in  addition  made  an  extraordinary 
discovery,  when  he  further  argued  that  each  of  these  sub- 
divided pictures  could  be  indicated  according  to  the  most 
rigid  rules  of  painting  in  vogue  at  the  present  day.  He 
found  contrast,  perspective,  and  the  three  unities  all  most 
strictly  adhered  to  in  them.  But  he  knew  quite  well 
that,  on  the  authority  of  good  and  trustworthy  evidence, 
painting  at  the  time  of  the  Trojan  war  was  still  in  its 
cradle.  Homer  therefore  must  either,  by  virtue  of  his 
divine  genius,  have  not  so  much  carried  out  what  painting 
could  accomplish  at  that  time  or  in  his  own  day,  as 
divined  what  it  was  capable  of  accomplishing  absolu tely ; 
or  the  evidence  itself  cannot  be  of  so  authoritative  a 
nature  as  to  outweigh  the  palpable  testimony  of  the  skil- 
fully wrought  shield.  He  who  will  may  adopt  the  former 

4  The  first  picture  commences  at  line  483,  and  finishes  at  line  4S9-. 
The  second  lasts  from  490-509;  the  third  from  51 0-540;  the  fourth 
from  541-549;  the  fifth  from  550-560;  the  sixth  from  561-572;  the 
seventh  from  573-586;  the  eighth  from  587-589;  the  ninth  from 
590-605 ;  and  the  tenth  from  606-608.  The  third  picture  is  the 
only  one  that  has  not  the  introductory  words  quoted  in  the  text ;  but 
from  the  words  at  the  commencement  of  the  second — 

tv  8e  Suw  irofyere  ir6\eist 

and  from  the  circumstances  of  the  case  itself,  it  is  plain  enough  thai 
ii  must  be  a  separate  picture. 
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hypothesis ;  of  the  last,  at  least,  no  one  will  be  persuaded 
who  knows  anything  more  of  the  history  of  art  than  the 
mere  data  of  the  historians.  For  the  belief  that  painting 
in  Homer's  time  was  still  in  its  infancy  is  not  only  sup- 
ported by  the  authority  of  Pliny  and  other  writers,  but  is 
grounded  upon  the  decisive  proof  afforded  by  the  works  of 
art  enumerated  by  the  ancients,  that  many  centuries  later 
art  had  not  advanced  much  further,  and  that  the  paintings 
of  a  Polygnotus,  for  instance,  would  be  far  from  able  to 
sustain  the  test  which  Pope  believes  the  pictures  in 
Homer's  shield  are  capable  of  undergoing.  The  two  largo 
pieces  of  this  master  at  Delphi,  of  which  Pausanias  has 
left  us  so  minute  a  description,5  are  plainly  devoid  of  all 
perspective.  The  ancients  possessed  no  knowledge  of  this 
branch  of  art,  and  what  Pope  adduces  to  show  that  Homer 
had  some  idea  of  it  only  proves  that  his  own  ideas  of  it  were 
of  the  most  imperfect  nature.6  "That  Homer,"  he  says, 
"  was  not  a  stranger  to  aerial  perspective  appears  in  his 
expressly  marking  the  distance  of  object  from  object :  he 
tells  us,  for  instance,  that  the  two  spies  lay  a  little  remote 
from  the  other  figures ;  and  that  the  oak,  under  which  was 
spread  the  banquet  of  the  reapers,  stood  apart;  what  he 
says  of  the  valley  sprinkled  all  over  with  cottages  and 
flocks  appears  to  be  a  description  of  a  large  country  in 
perspective.  And  indeed  a  general  argument  for  this  may 
be  drawn  from  the  number  of  figures  on  the  shield,  which 
could  not  be  all  expressed  in  their  full  magnitude,  and 
this  is  therefore  a  sort  of  proof  that  the  art  of  lessening 
them  according  to  perspective  was  known  at  that  time." 7 

8  Phocic.  cap.  xxv.-xxxi. 

•  To  prove  that  I  have  just  grounds  for  what  I  say  of  Pope,  I  will 
quote  in  the  original  the  following  passage  from  him :  "  That  he  was 
no  stranger  to  aerial  perspective  appears  in  his  expressly  marking 
the  distance  from  object  to  object;  he  tells  us,"  &o.  I  repeat,  Pope 
has  here  made  an  entirely  false  use  of  the  term  aerial  perspective  (per- 
spective aerienne) ;  for  it  Las  nothing  to  do  with  the  lessening  of  size 
in  proportion  to  distance,  but  merely  expresses  the  change  and  in- 
creasing faintness  of  colour,  according  to  the  condition  of  the  air,  or 
medium  through  which  it  is  viewed.  Any  one  who  could  commit  thia 
blunder  must  have  been  ignorant  of  the  whole  matter. 

7  [Observations  on  the  shield  of  Achilles,  Pope's  Iliad,  B.  xviii. 
vol.  v.  p.  169,  edited  by  Gilbert  Wakeficld,  B.A.  (London,  T.  Longman, 
and  B.  Lawse,  1796).— TB.] 
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Mere  observance  of  the  law,  derived  from  optical  experi- 
ence, that  a  distant  object  appears  less  than  a  neighbour- 
ing one,  is  far  from  constituting  perspective  in  a  picture. 
Perspective  requires  a  single  point  of  view,  a  definite,, 
natural  horizon ;  and  it  was  in  this  that  the  ancient 
paintings  were  deficient.  The  ground  in  the  pictures  of 
Polygnotus  was  not  horizontal,  but  was  so  excessively 
raised  at  the  back  that  the  figures  which  ought  to  have 
stood  behind  appeared  to  be  above  one  another.  And  if 
this  position  of  different  figures,  and  of  groups  of  themr 
was  universal,  as  seems  to  be  shown  by  the  ancient  bas- 
reliefs,  where  the  hindmost  figures  always  stand  higher 
than,  and  overlook,  the  foremost,  it  is  natural  to  assume  that, 
it  is  employed  in  Homer's  description,  and  that  those  of 
his  designs  which,  in  accordance  with  this  practice,  can  be 
combined  in  a  single  picture  are  not  needlessly  separated. 
Consequently  the  twofold  scene  in  the  peaceful  town,, 
through  the  streets  of  which  a  joyous  wedding  procession 
moves,  whilst  a  weighty  lawsuit  is  being  decided  in  the 
market-place,  does  not  necessarily  involve  two  pictures^ 
Homer  certainly  might  easily  think  of  them  as  one,  since 
he  pictured  the  whole  town  from  so  high  a  point  of  view 
that  he  could  obtain  an  uninterrupted  view  of  the  streets 
and  market-place  at  the  same  time. 

It  is  my  opinion  that  real  perspective  in  painting  was- 
discovered,  as  it  were,  experimentally  by  means  of  scene 
painting  ;  and,  even  when  this  last  had  reached  perfection,, 
it  must  still  have  been  far  from  easy  to  apply  its  rules  to» 
a  picture  painted  on  a  single  surface.  At  any  rate,  in  the» 
paintings  of  a  later  period  among  the  antiquities  of  Hercu- 
laneum,  such  numerous  and  manifold  oifences  againnt  per- 
spective are  to  be  found  as  would  not  be  pardoned  even  in 
a  novice.8 

But  I  will  spare  myself  the  trouble  of  collecting  my 
scattered  observations  on  a  question  of  which  I  may  hope 
to  find  the  most  satisfactory  solution  in  the  history  of  art 
promised  us  by  Herr  Winckelmann.9 

6  Betracht.  iiber  die  Malerei,  p.  185. 
8  Written  in  the  year  1763. 
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CHAPTER   XX. 

BUT  I  return  to  my  old  path,  if  indeed  one  who  is 
rambling  only  for  his  own  pleasure  can  be  said  to  have 
any. 

\Vhat  I  have  asserted  of  bodily  objects  generally  is 
doubl  true  when  applied  to  beautiful  bodily  objt 

Material  beauty  arises  from  the  harmonious  effect  of 
numerous  parts,  all  of  which  the  sight  is  capable  of  com- 
prehending at  the  same  time.  It  requires,  therefore,  that 
these  parts  should  lie  in  juxtaposition ;  and  since  things 
whose  parts  lie  in  juxtaposition  are  the  peculiar  objects  of 
the  plastic  arts,  these  it  is,  and  these  only,  which  can 
imitate  material  beauty. 

The  poet — since  he  can  only  exhibit  in  succ 
its  component  parts — entirely  abstains  from  the  descrip- 
tion of  material  beauty  as  beauty.  He  feels  that  those 
parts,  ranged  one  after  another,  cannot  possibly  have 
the  effect  that  they  produce  when  closely  arranged 
together;  that  the  concentrating  glance  which,  after 
their  enumeration,  we  try  to  cast  back  upon  them 
imparts  to  us  no  harmonious  image ;  that  it  sur- 

— :s  the  power  for  human  imagination  to  represent 
to  oneself  what  effect  such  and  such  a  mouth,  nose, 
ind  eyes  will  produce  together  unless  we  can  call  to 
mind  from  nature  or  art  a  similar  composition  of  like 
parts. 

And  in  this  respect  Homer  is  the  ensample  of  all  ensam- 
f)les.  He  says  Nireus  was  beautiful ;  Achilles  was  still 
more  beautiful ;  Helen  was  endowed  with  a  godlike  beauty. 
But  nowhere  does  he  enter  upon  a  detailed  description  of 
these  beauties ;  and  yet  the  whole  poem  is  based  upOL 
loveliness  of  Helen.  How  a  more  modern  poet  would 
have  dilated  upon  it ! 

There  was  a  certain  Constantinus  Manasses  who  at- 
tempted to  adorn  his  cold  chronicles  with  a  description 
of  Helen.  I  have  to  thank  him  for  his  attempt.  For  I 
really  do  not  know  where  eke  I  could  have  extracted  an 
example  from  which  it  would  have  been  so  palpably  clear 
how  foolish  it  may  prove  to  venture  upon  that  which 
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Homer  in  his  wisdom  has  left  unattemptetL     When  1 
read  there  :  —  l 


fj  ywr)  vepcKaXXfa  cvo^pt* 
tvspwunros,  fiounris, 

afipo.  )fapfr<av  -ycpov  aAxro?, 
y,  rpvifrtpd,  KoAAo?  dirixpvs  c/xsrow, 
TO  rpofrnnrov  xaTaAcvicov,  17  rapcta  poSo^pous, 
TO  rpwrurzov  tVi'^afti,  TO  /SAc^apov  atpaZov, 
•caAAos  ai'ermJoVurov,  d/JaaTurrov,  avTo^pow, 
Zfiairrc  TT/V  Acvxonrra  po8o\put  xupt«o/, 

ei  TI?  TDK  i\e<JM.vra.  fidif/a.  \afjL~pa  voptft  'pq. 
fuuepdj  KoraXevKK,  o&tv,  c/ivdoupyi/ity 
TTJV  cvoarov  "EXoT/v  xprjfULTt£ftv. 


*  Constantinas  Manaaaea.  Compend.  Chron.  p.  20,  edit  Yenet.  Mma 
Dacaa  was  well  pleaaed  with  the  whole  of  this  portrait  by  Manasaea, 
ebort  of  the  tautologies:  "De  Helens  pukhritudiue  omnium  optirae 
Ojostantinus  Manassea,  nisi  in  eo  tantologiam  reprehendas  (Ad 
Dye-tin  Cretensem,  lib.  L  cap.  3,  p.  5).  Sha  aL»  quotes,  after  Mezeriac 
'Comment,  snr  Its  Epitre*  d'Orlde,  iL  361  X  the  descriptions  which 
Dares,  Phiygios,  and  Cedrenos  give  of  the  beauty  of  Helen.  In  the 
first  there  occurs  a  trait  which  sounds  rather  curious.  Dares  pointedly 
says  of  Helen  that  she  had  a  mole  between  her  eyebrows  :  *  notam  inter 
duo  snpercilia  habeutem."  Surely  that  was  no  beauty  !  I  wish  that  the 
French  lady  had  given  her  opinion  upon  it.  My  own  belief  is  that  the 
word  nota  is  here  corrupt,  and  tliat  IJarcs  is  speaking  of  what  the 
Greeks  used  to  call  pt<r<^>vor,  and  the  Latins  glabdla.  The  eye- 
brows of  Helen,  he  means  to  *ay,  dxi  not  meet,  but  were  slightly 
separated.  The  ancients  were  divided  in  their  taste  npon  this  point. 
Borne  admired  a  space  between  the  eyebrows,  some  not  (Jnnius,  de 
Pictura  Vet.  lib.  iiL  cap.  9,  p.  215).  A  lacrcon  held  a  middle  course  ; 
the  eyebrows  of  his  beloved  maiden  were  neither  strikingly  divided, 
nor  did  they  run  completely  into  each  other.  They  died  away  gently 
into  a  single  point.  He  says  to  the  artist  who  is  painting  her  (O  J.  28/  :— 

rb  u*ff6$pvor  Si  pfi  fun 
Suliunrrc,  pffrf  /i/cryc. 
,  fatft  e'«M  inj, 


This  is  Panw's  reading,  but  the  ordinary  one  admits  of  the  same  sense 
being  put  upon  it,  which  has  been  rightly  given  by  Hem  Stephana*  :— 

M  Snpercilii  nigrantes 
Discrimina  nee  arcns 
Confundi  to  ncc  illos  : 
Bed  junge  sic  nt  anccps 
Divortium  relinqnas, 
Quale  ease  eernis  ipsL" 
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I  seem  to  see  stones  being  rolled  up  a  mountain,  upon 
whose  summit  a  magnificent  structure  is  to  be  raised  out 
of  them,  but  which  all  of  their  own  accord  roll  down  on 
the  other  side.  What  image  does  this  throng  of  words 
leave  behind  it  ?  What  was  the  appearance  of  Helen  ?  If 
a  thousand  persons  were  to  read  this  description,  would 
not  every  one  of  them  form  a  different  idea  of  her  ? 

Still,  it  is  true  the  politic  verses  of  a  monk  are  not 
poetry.  Let  us  listen  to  Ariosto  whilst  he  describes  his 
bewitching  Alcina : — 2 

If  then  I  have  hit  upon  Dares'  meaning,  what  word  must  be  read  for 
notam  ?  Perhaps  moram.  At  any  rate  it  is  certain  that  mora  means 
not  only  the  lapse  of  time  before  the  occurrence  of  any  event,  but  also 
the  impediment,  the  space,  which  separates  one  thing  from  another. 

"  Ego  inquieta  montium  jaceam  mora," 

is  the  wish  of  the  raving  Hercules  in  Seneca  (v.  1215),  which  passage 
Gronovius  has  well  explained  as  follows:  "  Optat  se  medium  jacere  inter 
duas  Symplegades,  illarum  velut  inoram,  impedimentum,  obicem ;  qui 
eas  moretur,  vetet  aut  satis  arete  conjungi,  aut  rursus  distrahi."  The 
same  poet  uses  the  phrase  lacertorum  morse  as  equivalent  to  junclurae 
(Schrcederus,  ad.  v.  762,  Tliyest.). 

2  Orlando  Furioso,  Canto  vii.  St.  11-15 :  "  She  was  in  person  so 
well  formed  as  was  not  to  be  depicted  but  by  skilled  painters :  with 
yellow  hair,  long  and  knotted  up,  than  which  no  gold  is  more  resplen- 
dent and  lustrous.  In  her  delicate  cheek  were  spread  the  mingled 
hues  of  roses  and  lilies,  of  smooth  ivory  was  her  joyous  brow,  whose 
expanse  was  confined  within  due  bounds. 

"  Beneath  two  black  and  very  delicate  arches  are  two  black  eyes,  or 
rather  two  shining  suns,  sweetly  piteous  in  look  and  slow  in  movement : 
around  which  love  seems  to  play  and  fly,  and  shoot  thence  his  whole 
quiver,  visibly  invading  hearts.  Thence  in  the  middle  of  the  counten- 
ance descends  the  nose  which  envy  knows  not  how  to  make  better. 

"  Beneath  which,  as  it  were  between  two  vales,  is  the  mouth  endued 
with  native  cinnabar.  Here  are  two  rows  of  choicest  pearls  which  a 
beauteous  and  sweet  lip  shuts  and  opens.  Thence  issue  the  gracious 
words  which  make  gentle  each  rude  and  rugged  heart.  Here  forms 
itself  that  kindly  smile  which  discloses  in  itself  a  paradise  upon  earth. 

"  White  as  snow  is  the  beautiful  neck,  as  milk  the  breast :  the  neck 
is  round,  the  breast  swelling  and  large.  Two  young  apples  made  of 
pure  ivory  come  and  go  like  a  wave  on  the  ocean  shore  when  a 
gentle  gale  falls  on  the  sea."  (The  rest  Argus  himself  would  not 
have  been  able  to  see ;  but  it  was  easy  to  judge  that  what  was  concealed 
agreed  with  what  was  visible  to  the  eye.) 

"  The  arms  show  themselves  of  due  measure :  and  the  white  hand  is 
often  seen,  somewhat  long  and  of  small  breadth,  on  which  no  knot  is 
visible,  nor  vein  protrudes.  At  the  extremity  of  this  glorious  form  the 
ehort  and  dry  and  rounded  foot  is  seen.  The  angelic  semblances  in 
lieaveu  conceived  are  not  to  be  concealed  beneath  any  veil." 
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**  Di  persona  era  tanto  ben  formata, 
Quanto  mai  finger  san  Pittori  industii: 
Con  bionda  chioma,  lunga  ed  annodata, 
Oro  non  e,  che  piu  risplenda,  e  lustri, 
Spargeasi  per  la  guancia  delicata 
Misto  color  di  rose  e  di  ligustri. 
Di  terso  avorio  era  la  fronte  lieta, 
Che  lo  spazio  finia  con  giusta  ineta. 

"  Sotto  duo  negri,  e  sottilissimi  archi 
Son  duo  negri  occhi,  anzi  duo  chiari  soli, 
Pietosi  a  riguardare,  a  mover  parchi, 
Intorno  cui  par  ch'  Amor  scherzi,  e  voli, 
E  ch'  indi  tutta  la  faretra  scarchi, 
E  che  visibilmente  i  cori  involi. 
Quindi  il  naso  per  mezzo  il  viso  scende, 
Che  non  trova  1'  invidia  ove  1'  emende. 

*'  Sotto  quel  sta,  quasi  fra  due  vallette, 
La  bocca  sparsa  di  natio  cinabro  ; 
Quivi  due  filze  son  di  perle  elette, 
Che  chiude  ed  apre  un  bello  e  dolce  labro; 
Quindi  escon  le  cortesi  parolette 
Da  render  molle  ogni  cor  rozzo  e  scabro ; 
Quivi  si  forma  quel  suave  riso, 
Ch'  apre  a  sua  posta  in  terra  il  paradiso. 

"  Bianca  neve  e  il  bel  collo,  e  '1  petto  latte : 
II  collo  e  tondo,  il  petto  colmo  e  largo. 
Due  pome  acerbe,  e  pur  d' avorio  fatte, 
Vengono  e  van,  come  onda  al  primo  niargo, 
Quando  piacevole  aura  il  mar  combatte. 
Non  potria  1'altre  parti  veder  Argo : 
Ben  si  puo  giudicar  che  corrisponde, 
A  quel  ch'  appar  di  fuor,  quel  che  s'  ascoude. 

"  Mostran  le  braccia  sua  misura  giusta ; 
E  la  Candida  man  spesso  si  vede, 
Lunghetta  alquanto,  e  di  larghezza  angusta, 
Dove  ne  nodo  appar,  ne  vena  eccede. 
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Si  vede  al  fin  della  persona  augusta 
II  breve,  asciutto,  e  ritoncletto  piede. 
Gli  Angelici  sembianti  nati  in  cielo 
Non  si  ponno  celar  sotto  alcnn  velo." 

Milton,  when  speaking  of  the  Pandemonium,  says — 
"  The  work  some  praise,  and  some  the  architect." 

The  praise  of  the  one,  therefore,  does  not  always  imply 
the  praise  of  the  other.  A  work  of  art  may  deserve  all 
possible  approbation  without  affording  any  special  renown 
to  the  artist.  On  the  other  hand,  an  artist  may  justly 
demand  our  admiration,  even  though  his  work  do  not 
afford  us  full  satisfaction.  This  principle  should  never  be 
forgotten,  and  it  will  often  enable  us  to  reconcile  entirely 
conflicting  judgments.  This  is  the  case  here.  Dolce  in 
his  dialogues  on  painting  makes  Aretino  speak  in  the 
most  exaggerated  terms  of  the  stanzas  I  have  just  quoted.3 
I,  on  the  contrary,  have  selected  it  as  an  instance  of 

Bunting  without  picture.  We  are  both  in  the  right, 
olce's  admiration  is  called  forth  by  the  knowledge  of 
physical  beauty  which  the  poet  displays  in  it ;  whilst  I 
look  merely  to  the  effect  which  this  knowledge,  when 
expressed  in  words,  can  produce  upon  my  imaginative 
powers.  Dolce  concludes  from  this  knowledge  that  good 
poets  are  no  less  good  painters;  and  I  from  this  effect, 
that  what  is  most  easily  expressed  by  the  painter  through 
lines  and  colours  is  most  difficult  to  be  expressed  by 
word*.  Dolce  recommends  Ariosto's  description  to  ill 
artists  as  the  most  perfect  image  of  a  beautiful  woman, 
whilst  I  hold  it  up  to  all  poets  as  a  most  instructive 
warning  not  to  essay  still  more  disastrously  what  with 
an  Ariosto  must  needs  fail.  It  may  be  that  when  Ariosto 
says — 

"  Di  persona  era  tan  to  ben  formata, 
Quanto  mai  finger  san  Pittori  industri  " 

*  Dialogo  della  Pittura,  intitolato  1'  Aretino  :  Firenze,  1735,  p. 
178 :  "  Se  vogliono  i  Pittori  senza  fatica  trovare  un  perfetto  esempio 
di  bella  Donna,  leggano  quelle  stanze  dell' Ariosto,  r.elle  quali  rgli 
discrive  mlrabilmente  le  bellezze  della  Fata  Alcina :  e  vedranno  pari- 
meiite,  quanto  i  buoni  Pooti  siano  ancora  essi  Pittori." 
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—lie  proves  that  tie  thoroughly  understood  the  rules  of 
proportion  as  they  have  always  been  studied  by  the  most 
industrious  artist  from  nature  and  the  antique.4  It  may 
be  that  in  the  mere  words — * 

"  Spargeasi  per  la  guancia  delicata 
Misto  color  di  rose  e  di  ligustri  " 

— he  shows  himself  to  be  the  most  complete  master  of 
colouring,  a  very  Titian.6  We  may,  from  the  fact  that 
he  only  compares  the  hair  of  Alcina  to  gold,  but  does  not 
call  it  golden,  conclude,  with  equal  significance,  that  he 
disapproved  of  the  use  of  an  actually  golden  tint.  We 
may  even,  in  the  descending  nose — 

"  Quindi  il  naso  per  mezzo  il  viso  scende  " 

— discover  the  profile  of  those  ancient  Greek  noses  which 
•were  afterwards  borrowed  from  the  Grecian  artists  by  the 
Romans.  \\7hat  is  the  use  of  all  this  learning  and  obser- 
vation to  us  readers,  whose  desire  is  to  believe  that  we 
see  a  beautiful  woman,  and  to  feel  at  that  belief  some  of 
those  soft  emotions  of  the  blood  which  accompany  the 
actual  sight  of  beauty  ?  If  the  poet  does  know  by  what 
proportions  a  beautiful  form  is  produced,  do  we  thereby 
know  it  too  ?  And  even  if  we  do  know  it,  does  he  catise 
us  to  see  these  proportions  here?  or  does  he  make  the 
difficulty  of  remembering  them  in  a  lively  and  compre- 

4  Dialogo  dclla  Pittura,  intitolato  1'Aretino:  "Ecco,  che,  quanto 
alia  proportiune,  1' ingeiiiosissiuio  Ariosto  assegna  le  migliore,  che 
8appia.no  forniar  le  maui  do'  piu  eccelleuti  Pittori,  usando  questa  voce 
industri,  per  dinoiar  la  diligenza,  che  couviene  al  buono  artefice." 

J  Hid.  p.  182:  "Qui  1'Aiiosto  colorisce,  e  in  questo  suo  colorire 
dimostra  essere  uu  Titiauo." 

6  Ibid.  p.  180  :  "  Poteva  1'  Ariosto  nella  guisa,  che  ha  detto  chioma 
bionda,  dir  chioma  d'  oro  :  ma  gli  parve  torse  che  avrebbe  avuto  troppo 
del  poetico.  Da  che  si  puo  ritrar,  che'l  Pittore  dee  iraitar  1'oro,  e  lion 
metterlo  (come  fauuo  i  Mi:iiatori)  nelle  sue  Pitture,  in  modo,  che  si 
possa  dire,  que'capelli  uou  soao  d'oro,  nia  pur  che  risplendano,  come 
1'oro."  Dulce's  subsequent  quotation  from  Athenseua  is  only  remarkable 
for  its  inaccuracy.  I  speak  of  it  at  another  place. 

Ibid.  p.  182 :  "  II  naso,  che  discende  giii,  avendo  peraventura  la  con- 
sideiatione  a  quelb  forme  de'  nasi,  ohe  si  veggouo  ne'  ritrutti  delle belle 
Kouiane  antiche." 
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hensible  manner  in  the  least  degree  lighter  ?    A  forehoad 

confined  within  the  proper  limits — 

"  la  fronte, 

Che  lo  spazio  finia  con  giusta  meta ; " 

a  nose  in  which  envy  itself  finds  nothing  to  improve — 
"  Che  non  trova  1'  invidia,  ove  1'  emende ; " 

a  hand  somewhat  long  and  small  in  breadth — 

"  Lunghetta  alquanto,  e  di  larghezza  angusta ; " 

what  image  do  all  these  general  phrases  call  up  ?  In  the 
mouth  of  a  drawing  master  who  wished  to  call  the  atten- 
tion of  his  scholars  to  the  beauties  of  the  class-model  they 
might  mean  something;  for  let  his  pupils  have  but  one 
look  at  his  model  and  they  see  the  proper  limits  of  the 
joyous  forehead,  they  see  the  fairest  chiselling  of  the  nose, 
the  narrowness  of  the  delicate  hand.  But  in  the  poet  I  see 
nothing,  and  perceive  with  vexation  the  uselessness  of 
my  most  strenuous  efforts  to  see  something. 

In  this  point,  in  which  he  can  imitate  Homer  merely 
by  doing  nothing,  Virgil  also  has  been  tolerably  happy. 
His  Dido,  too,  is  never  anything  more  to  him  than  "  pul- 
cherrima  Dido."  When  he  wishes  to  be  more  circum- 
stantial about  her  he  is  so  in  the  description  of  her  rich 
dress  and  magnificent  appearance — 

"  Tandem  progreditur        .... 
Sidoniam  picto  chlamydem  circumdata  limbo  : 
Cui  pharetra  ex  auro,  crines  nodantur  in  aurum, 
Aurea  purpuream  subnectit  fibula  vestem." 7 

If  therefore,  on  this  account,  any  one  were  to  apply  to  him, 
what  that  ancient  artist  said  to  a  pupil  who  had  painted  a 
Helen  covered  with  ornaments,  "  Since  you  could  not  paint 
her  beautiful,  you  have  at  least  made  her  fine,"  Virgil 
would  reply,  "  It  is  not  my  fault  that  I  could  not  paint 
her  beautiful ;  the  blame  falls  upon  the  limits  of  my  art ; 
be  it  my  praise  to  have  restrained  myself  within  these 
limits." 

I  must  not  here  forget  the  two  songs  of  Anacreon,  in 
'  JE&eid,  iy.  136. 
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which  he  analyses  for  us  the  beauty  of  his  mistress,  and  ot 
his  Bathyllus.8  The  device  which  he  employs  makes  all 
good.  He  imagines  that  he  has  a  painter  before  him,  who 
is  working  under  his  eye.  Thus,  says  he,  paint  me  the 
hair  ;  thus  the  brow,  the  eyes,  the  mouth  ;  thus  the  neck 
and  bosom  ;  thus  the  hip  and  hands.  What  the  artist 
could  only  put  together  part  by  part  the  poet  could  only 
give  directions  for  part  by  part.  It  is  not  his  intention 
that  in  these  oral  dii'ections  to  the  painter  we  should  feel 
and  acknowledge  the  whole  beauty  of  the  beloved  object  ; 
he  himself  perceives  the  incapability  of  words  to  express 
it,  and  for  that  very  reason  summons  to  his  aid  the  expres- 
sion of  art,  the  illusion  of  which  he  so  highly  extols,  that 
the  whole  song  appears  to  be  an  ode  in  the  praise  of  art 
rather  than  of  his  mistress.  He  sees  not  her  image,  but 
herself,  and  fancies  that  she  is  on  the  point  of  opening  her 
mouth  to  speak. 

a7re^€i  jSXeVw  yap  avnqV 
ra^a,   Krjpc,  Kal 


In  his  sketch  of  Bathyllus  also  the  praise  of  the  beautiful 
boy  is  so  interwoven  with  that  of  the  art  and  the  artist, 
that  it  becomes  doubtful  in  whose  especial  honour  Anacreon 
composed  the  song.  He  combines  the  most  beautiful 
portions  from  different  pictures  in  which  the  pre-eminent 
loveliness  of  these  portions  was  the  characteristic  ;  the  neck 
is  borrowed  from  an  Adonis,  the  breast  and  hands  from 
a  Mercury,  the  thighs  from  a  Pollux,  the  belly  from  a 
Bacchus  ;  until  at  last  he  sees  the  whole  of  Bathyllus  in 
a  finished  Apollo  of  the  artist. 

fiera  Se  Trpocrwirov  !OTO>, 
TOV  'ASuivcSos 
r 
Se 
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Lucian  also  knew  not  how  to  convey  any  idea  of  the 
beauty  of  Panthea  otherwise  than  by  a  reference  to  the 
most  lovely  female  statues  of  the  old  artists.9  Yet  what  is 
this  but  an  acknowledgment  that  language  by  itself  is 
here  without  power;  that  poetry  falters  and  eloquence 
grows  speechless,  unless  art,  in  some  measure,  serve  them 
as  an  interpreter. 


CHAPTER  XXI. 

BUT  does  not  poetry  lose  too  much  if  we  deprive  her  of 
all  pictures  of  physical  beauty  ?  Who  would  deprive  her 
of  them?  Because  we  endeavour  to  inspire  her  with  a 
dislike  of  a  single  path,  in  which  she  expects  to  attain  to 
such  pictures  while  searching  after  and  painfully  wander- 
ing among  the  footsteps  of  her  sister  art,  without  ever 
reaching  the  same  goal  as  she  :  because,  I  say,  we  would 
debar  her  from  such  a  path  as  this,  do  we  exclude  her  from 
every  other,  where  art  in  her  turn  must  gaze  after  her 
steps  ? 

Even  Homer,  who  so  diligently  abstains  from  all  detailed 
descriptions  of  material  beauties,  from  whom  we  but  just 
learn  by  a  passing  notice  that  Helen  had  white  arms1  and 
beautiful  hair,2  even  he,  for  all  this,  knew  how  to  convey 
to  us  an  idea  of  her  beauty,  which  far  exceeds  anything 
that  art  with  this  aim  is  able  to  accomplish.  Let  us  call 
to  mind  the  passage  where  Helen  steps  into  an  assembly 
of  the  elders  of  the  Trojan  people.  The  venerable  old  men 
860  her,  and  one  said  to  the  other  — 


ov  V£/AC(rts,  Tpoias  KOL 

d.fjL<f>i  ywatKi  TTO\VV  ^povov  aAyea 
aOavdrflcri  Oerjs  eis  WTTO.  loiter.3 


What  can  impart  a  more  lively  idea  of  beauty  than  that 
cold  old  age  should  confess  it  to  be  worthy  of  that  war 
which  had  cost  so  much  blood  and  so  many  tears. 

What  Homer  could  not  describe  by  its  constituent  parts 
he  forces  us  to  acknowledge  in  its  eft'eet.  Pair  t  for  us,  ye 
poets,  the  delight,  the  affection,  the  love,  the  rapture  which 


s,  Tol.  ii.  p.  481.     Edit.  Reitz. 
mad,  iii.  121.  •  Ibid.  329.  »  Ibid,  156. 
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beauty  prochices,  and  you  have  painted  beauty  itself.  Who 
can  image  to  himself  as  ugly  the  beloved  object  at  whose 
sight  Sappho  confesses  she  is  deprived  of  all  sense  and 
thought?  Who  does  not  believe  that  he  sees  the  most 
perfectly  beautiful  form  as  soon  as  he  sympathizes  with 
the  feelings  which  only  such  a  form  can  awaken  ?  We 
believe  we  enjoy  the  sight  that  Ovid  enjoyed,4  not  because 
he  exhibits  to  us  the  beautiful  form  of  his  Lesbia  part  by 
part — 

"  Quos  humeros,  quales  vidi  tetigique  lacertos ! 
Forma  papillarum  quam  fuit  apta  premi ! 
Quam  castigate  planus  sub  pectore  venter! 

Quantum  et  quale  latus  !  quam  juvenile  femur  !" 

but  because  he  does  it  with  that  licentious  intoxication 
by  which  our  longings  are  so  easily  aroused. 

Again,  another  means  by  which  poetry  comes  up  with 
art  in  the  description  of  typical  beauty  is  the  change  of 
beauty  into  charm.  Charm  is  beauty  in  motion,  and  is,  for 
this  very  reason,  less  suitable  to  the  painter  than  to  the 
poet.  Ihe  painter  can  only  leave  motion  to  conjecture, 
while,  in  fact,  his  figures  are  motionless.  Consequently, 
with  him,  charm  becomes  grimace.  But  in  poetry  it 
remains  what  it  is,  a  transitory  beauty  that  we  would 
gladly  see  repeated.  It  comes  and  goes  ;  and  since  we  can 
generally  recall  to  our  minds  a  movement  more  easily  and 
vividly  than  mere  forms  or  colours,  charm  necessarily,  in 
the  same  circumstances,  produces  a  stronger  eifect  upon  us 
than  beauty.  All  that  is  pleasing  and  stirring  in  the 
description  of  Alcina  is  charm.  Her  eyes  make  an  impres- 
sion upon  us,  not  because  they  are  black  and  fiery,  but 
because — 

"  Pietosi  a  riguardar,  a  mover  parchi  " 

— they  look  gracefully  around  her,  and  move  slowly  because 
love  hovers  over  them,  and  empties  his  whole  quiver  from 
them.  Her  mouth  enraptures,  not  because  two  rows  of 
choice  pearls  are  inclosed  by  the  native  vermilion  of  her 
lips,  but  because  here  is  formed  that  Lovely  smile  which 
in  itself  already  opens  a  paradise  upon  earth  ;  because  from 

4  Ovid.  Amor.  lib.  i.  eleg.  v.  18. 
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it  proceeds  the  sound  of  those  friendly  words  by  which 
•every  rude  heart  is  softened.  Her  bosom  charms,  less 
because  milk  and  ivory  and  apples  are  called  up  by  its 
whiteness  and  delicate  shape,  than  because  we  see  it  softly 
«well  and  fall,  as  the  wave  upon  the  extreme  edge  of  the 
«hore,  when  the  zephyr  playfully  contends  with  the  ocean. 

**  Due  pome  acerbe,  e  pur  d'  avorio  fatte, 
Vengono  e  van,  come  onda  al  primo  margo, 
Quando  piacevole  aura  il  mar  combatte." 

I  ain  convinced  that  a  few  such  traits  as  these,  compressed 
into  one  or  two  stanzas,  would  produce  a  far  higher  effect 
than  all  the  five  to  which  Ariosto  spreads  them  out  while 
•weaving  amongst  them  cold  features  of  a  beautiful  form, 
far  too  learned  to  affect  our  feelings. 

Anacreon  himself  chose  to  fall  into  the  seeming  impro- 
priety of  requiring  an  impossibility  of  the  painter,  rathei 
than  to  leave  the  form  of  his  mistress  unenlivened  by 
charm. 

rpv<f>epov  8'  £(70)  yevcibu 

irepi  \vy8iva>  rpa^Xw 

Xapircs  TreVotVTO  iracrat. 

He  bids  the  artist  make  all  the  graces  hover  around  her 
•soft  chin,  her  marble  neck !  How  so  ?  According  to  the 
closest  interpretation  of  the  words,  his  command  was 
incapable  of  being  executed  in  painting.  The  painter 
might  impart  to  the  chin  the  most  beautiful  rounding  and 
the  sweetest  dimple, "  Amoris  digitulo  impressum  "  (for  the 
<W  appears  to  me  to  allude  to  a  dimple).  He  might 
impart  the  loveliest  carnation  to  the  neck,  but  further  he 
could  not  go.  The  turnings  of  this  beauteous  neck,  the 
play  of  the  muscles,  by  which  that  dimple  became  now 
more,  now  less  visible,  all  that  is  properly  charm  lay 
beyond  his  power.  The  poet  said  all  his  art  could  say  to 
make  beauty  palpable  to  us,  in  order  that,  in  imitation  of 
him,  the  painter  also  should  aim  at  the  highest  expression 
of  it  in  his.  It  is  a  fresh  example  of  the  observation  I 
made  above,  that -the  poet,  even  when  speaking  of  works 
of  art,  is  not  bound  to  restrain  himself  in  his  description 
within  the  limits  of  art. 
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CHAPTER  XXH. 

ZEUXIS  painted  a  Helen,  and  had  the  courage  to  write  belo-w 
the  picture  those  renowned  lines  of  Homer  in  which  the- 
enraptured  elders  confess  their  sensations.  Never  have 
painting  and  poetry  been  engaged  in  another  such  contest. 
The  victory  remained  undecided,  and  both  deserved  a 
crown. 

For  just  as  the  wise  poet  showed  us  the  beauty,  which 
he  felt  he  could  not  paint  according  to  its  constituent 
parts,  merely  in  its  effect,  so  the  no  less  .wise  painter 
showed  us  that  beauty  by  nothing  but  those  parts,  and  held 
it  unbecoming  for  his  art  to  have  recourse  to  any  other 
means  of  help.  His  picture  consisted  of  a  single,  nude, 
standing  figure  of  Helen.  For  it  is  probable  that  it  wa» 
the  same  that  he  painted  for  the  people  of  Cortona.1 

Let  us  compare  with  this,  for  curiosity's  sake,  the 
picture  which  Caylus  sketches  for  the  modern  artist  from 
these  lines  of  Homer.  "  Helen,  covered  with  a  white  veil,. 
appears  in  the  midst  of  several  old  men,  Priam  among  the- 
number,  who  is  recognizable  by  the  emblems  of  his  royal 
dignity.  The  artist  must  especially  exert  his  skill  to  makfr 
us  feel  the  triumph  of  beauty  in  the  eager  glances  and  in 
all  the  expressions  of  astonished  admiration  depicted  on 
the  countenances  of  the  old  men.  The  scene  is  over  one- 
of  the  gates  of  the  town.  The  background  of  the  painting, 
may  be  lost  either  in  the  open  sky,  or  against  the  higher 
buildings  of  the  town.  The  first  would  be  the  boldest,, 
but  the  one  would  be  as  suitable  as  the  other." 

But  let  us  suppose  this  picture  executed  by  the  first 
master  of  our  time,  and  compare  it  with  the  work  of  Zeuxis. 
Which  will  show  the  real  triumph  of  beauty  ?  The  latter,, 
in  which  I  feel  it  itself,  or  the  former,  in  which  I  am 
obliged  to  gather  it  from  the  grimaces  of  excited  grey- 
beards ?  "  Turpe  senilis  amor !"  an  expression  of  eagerness 
makes  the  most  venerable  face  ridiculous,  and  an  old  man 
who  betrays  youthful  desires  is  even  a  disgusting  object. 
This  objection  cannot  be  applied  to  Homer's  elders ;  for  the 

1  Val.  Maximua,  lib.  iii.  cap.  7.  Dionysius  Halicarnass.  Art  Ehet  cap. 
12.  Tltpl  \ofwv 
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passion  which  they  feel  is  but  a  momentary  spark,  which 
their  wisdom  at  once  extinguishes;  and  is  intended  to 
conduce  to  the  honour  of  Helen,  but  not  to  put  themselves 
to  shame.  They  confess  their  feelings,  and  immediately 
add— 

dAAa  icat  a>s  roii)  Trep   cover',  ev  rrjval  vee'crfcD, 

TCKCCai    T*     OTriVoXl)    7njfJ.O.    AlTTOlTO. 


"Without  this  resolution,  they  would  have  been  old  fools  ; 
which  is,  in  fact,  what  they  appear  in  Caylus's  picture.  And 
to  what  is  it  they  are  directing  their  eager  glances  ?  To 
a  masked,  veiled  figure.  Is  that  Helen  ?  It  is  incompre- 
hensible to  me  how  Caylus  could  here  leave  her  the  veil. 
It  is  true  Homer  expressly  gives  her  one  :  — 

8'  apyemfjcn  Ka\v\j/afj.evr]  oOovrjtriv, 


But  it  was  in  order  to  pass  along  the  streets  in  it  ;  and, 
even  if  the  elders  do  express  their  admiration  before  she 
appears  to  have  taken  off  or  thrown  back  her  veil,  it  was 
not  the  first  time  they  had  seen  her.  Their  confession 
need  not,  therefore,  arise  from  the  present  momentary 
view  of  her,  but  they  might  have  often  experienced  before 
the  feelings  which  on  this  occasion  they  for  the  first  time 
acknowledged.  In  the  painting,  however,  it  is  nothing 
of  the  kind.  When  I  see  old  men  in  raptures  I  naturally 
expect  to  see  what  it  is  that  has  produced  them  ;  and  I 
am  exceedingly  surprised  if,  as  before  said,  I  perceive 
nothing  but  a  masked  and  veiled  figure  at  which  thev 
are  fervently  gazing.  How  much  of  Helen  is  there  in 
this  figure  ?  Her  white  veil,  and  part  of  her  well-pro- 
portioned outline,  as  far  as  outline  can  be  visible  beneath 
drapery.  But  perhaps  it  was  not  the  intention  of  tho 
Count  that  her  face  should  be  covered,  and  he  merely 
mentions  the  veil  as  a  part  of  her  dress.  If  this  is  the 
case  (his  words,  "  Ilelene  couverte  d'un  voile  blanc,"  are 
scarcely  capable  of  such  an  interpretation),  I  find  another 
cause  for  astonishment.  He  gives  the  artist  the  most 
careful  directions  about  the  expression  in  the  faces  of  the 
old  men  ;  but  upon  the  beauty  in  the  countenance  of 
Helen  he  does  not  waste  a  single  word.  This  demure 
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beauty,  timidly  approaching  with  the  glitter  of  a  re- 
pentant tear  in  her  eye.  What?  Is  the  highest  beauty 
BO  familiar  to  our  artists  that  they  require  no  reminding 
of  it?  Or  is  expression  more  than  beauty?  And  in 
painting,  as  upon  the  stage,  does  the  plainest  actress 
immediately  pass  for  a  charming  princess  if  her  prince 
does  but  make  a  passionate  declaration  of  love  to  her  ? 

In  truth  the  painting  of  Caylus  would  bear  the  same 
relation  to  that  of  Zeuxis  as  pantomime  does  to  the  most 
exalted  poetry. 

Homer  was  incontestably  more  industriously  studied  by 
the  ancients  than  by  us.  Yet  one  finds  no  mention  of  any 
such  great  number  of  pictures  for  which  ancient  artists  were 
indebted  to  him.3  They  appear  to  have  made  industrious 
use  of  a  mere  indication  on  the  part  of  the  poet  of  particular 
material  objects  of  beauty  ;  these  they  painted,  and  fully 
felt  that  it  was  in  these  objects  alone  that  they  were 
capable  of  really  rivalling  the  poet.3  Besides  the  Helen, 
Zeuxis  had  also  painted  the  Penelope;  and  the  Diana  of 
Apelles  resembled  Homer's  in  the  accompanying  train  of 
her  nymphs.  I  will  take  this  occasion  to  mention  that 
the  passage  of  Pliny,  in  which  this  last  is  spoken  of, 
stands  in  need  of  an  emendation.4  The  ancient  artists  do 

*  Fabricii  Bibliothec.  Grsec.  lib.  ii.  cap.  vi.  p.  345. 

*  [That  is  to  say  :  the  ancients  must  have  become  fully  aware  of  the 
general  unsuitability  of  Homer  for  pictorial  illustration,  hence  they 
eagerly  availed  themselves  of  slight  indications  of  subjects,  in  the  man- 
ner that  Lessing  goes  on  to  exemplify.  —  ED.] 

4  Pliny  says  of  Apelles  (lib.  xxxv.  sect.  36,  17)  :  "Fecit  et  Dianam 
sacrificantium  virginum  choro  mixtam  ;  quibus  vicisse  Homeri  versus 
\idetur  id  ipsum  describentis."  Nothing  can  be  more  true  than  this 
praise.  A  beautiful  goddess,  surrounded  by  beautiful  nymphs,  and  taller 
than  them  by  the  whole  of  her  majestic  forehead,  is  indeed  a  subject" 
fitter  for  painting  than  for  poetry.  The  word  tacrificantium  however 
is,  in  my  opinion,  very  suspicious.  What  is  the  goddess  doing  among 
sacrificing  virgins?  Is  this  the  occupation  of  the  companions  of  Diana 
in  Homer?  Not  at  all;  they  roam  with  her  over  hill  and  through. 
forest;  they  hunt,  spoit,  and  dance  (Odyss.  vi.  102):  — 

oTrj  5'  'ApTtfJus  tlffi  KO.T'  oKpeot  io 


i  Kairpouri  no)  toKeipj  *\<i<poiffi' 
TJ  5c  0*  S.u.0.  NvfjiQcu,  Kovpai  Atiy 
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uot  appear  to  have  had  any  taste  fur  painting  actions 
taken  from  Homer,  simply  because  they  offer  a  rich  com- 
position, striking  contrasts,  and  artistical  chiaroscuro; 
nor  could  they  have  indulged  such  a  taste  so  long  as  art 
restrained  itself  within  the  narrow  limits  of  its  highest 


Pliny  therefore  must  have  written,  not  sacrijicantium,  but  venantium, 
or  something  like  it ;  perhaps  sylvis  vagantium,  to  which  amendment 
the  number  of  the  letters  which  Lave  been  changed  would  pretty  nearlj 
correspond :  saltantium  would  answer  most  closely  to  the  word 
italfovffi,  which  is  used  by  Homer.  Virgil,  moreover,  in  his  imitation 
»f  this  passage,  speaks  of  Diana  as  dancing  with  her  nymphs  (JSneid, 
L497):— 

"  Qualis  in  Eurotae  ripis,  aut  per  juga  Cynthi 
Exercet  Diana  chores  " 

Spence's  ideas  on  this  passage  are  curious  (Polymetis,  Dial.  viii.  p.  102)  : 
"  This  Diana,"  he  says,  "  both  in  the  picture  and  in  the  descriptions, 
was  the  Diana  Veuatrix,  though  she  was  not  represented  either  by 
Virgil,  or  Apelles,  or  Homer,  as  hunting  with  her  nymphs ;  but  as  em- 
ployed with  them  in  that  sort  of  dances  which  of  old  were  regarded  as 
very  solemn  acts  of  devotion."  In  a  note  he  adds :  u  The  expression  of 
vaifav,  used  by  Homer  on  this  occasion,  ia  scarce  proper  for  hunting ; 
as  that  of  choros  exercere,  in  Virgil,  should  be  understood  of  the  religious 
dances  of  old,  because  dancing,  in  the  old  Roman  idea  of  it,  was  indecent, 
even  for  men,  in  public ;  unless  it  were  the  sort  of  dances  used  in  hon- 
our of  Mars,  or  Bacchus,  or  some  other  of  their  gods."  Spenoe  speaks 
of  those  festive  dances  which  were  reckoned  by  the  ancients  in  the 
number  of  their  religious  ceremonies.  And  it  is  in  this  sense  that  he 
thinks  the  word  sacrijicare  is  used  by  Pliuy  :  "  It  is  in  consequence  of 
this  that  Pliny,  in  speaking  of  Diana's  nymphs  on  this  very  occasion, 
uses  the  word  sacrificare  of  them ;  which  quite  determines  these  dances 
of  theirs  to  have  been  of  the  religious  kind."  He  forgets  that  in  Virgil 
Diana  herself  joins  in  the  dance :  "  exercet  Diana  choros."  If  then  this 
dance  was  a  religious  service,  in  whose  honour  did  Diana  dance  ?  In  her 
own,  or  in  that  of  another  divinity  ?  Either  supposition  is  ridiculous. 
^Aud  even  if  the  ancient  Romans  considered  that  dancing  in  general 
was  not  very  becoming  in  a  serious  person,  it  does  not  follow  that  their 
poets  were  obliged  to  transfer  this  seriousness  to  the  manners  of  the 
gods,  whose  mode  of  life  liad  been  already  described  and  settled  by  the 
Greek  poets  in  a  very  different  manner.  When  Horace  savs  of  Venus 
(Od.  iv.  lib.  L)— 

"  Jam  Cytherea  choros  ducit  Venus ;  imminente  mna  : 

Junctseque  Nymphis  Gratiae  decentes 
Alterno  terrain  quatmnt  pede".    .    .    . 

is  he  here  also  speaking  of  a  holy  religioua  dance  ?  I  am  wasting  too 
many  words  upon  such  a  trifle. 
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function.  They  fed  themselves,  therefore,  upon  the 
spirit  of  the  poet ;  they  filled  their  imagination  with  his 
most  exalted  features;  the  flame  of  his  entlmsiasm  en- 
kindled their  own  ;  they  saw  and  felt  as  he;  and  so  their 
works  bore  the  stamp  of  Homer,  not  as  a  portrait  that  of 
its  original,  but  as  a  son  that  of  his  father ;  alike,  but 
different.  The  similarity  often  lies  but  in  one  single 
feature.  For  the  rest  have  nothing  in  common,  except 
that  in  the  one,  as  well  as  in  the  other,  they  harmonize 
with  that  one  resembling  feature. 

Besides,  since  the  Homeric  masterpieces  of  poetry  were 
older  than  any  masterpieces  of  art ;  since  Homer  had  con- 
templated nature  with  an  artistic  eye  before  Pheidias  and 
Apelles,  it  is  no  wonder  that  the  artists  found  various 
observations  especially  useful  to  them  already  made  in 
Homer,  while  as  yet  thejT  had  had  no  time  to  take  them 
from  Nature  herself.  These  they  eagerly  seized  upon  in 
order  to  imitate  Natiire  through  Homer.  Pheidias  acknow- 
ledged that  the  lines — 5 

77,  Kal  Kvavcxjcriv  CTT'    o<f>pvcri  vevcre  Kpovi'wv 
ap./3p6(riai  8'   apa  ^atrat  cVeppcucravTO  ara/cros 
K/aaros  air    aOavdroio'     fjiiyav  8'   e/Xe'At^cv  *OAiy*7rov 

— served  him  as  a  model  for  his  Olympian  Jupiter,  and  that 
it  was  only  by  their  help  that  he  succeeded  in  producing 
a  godlike  countenance,  "  propemodum  ex  ipso  coelo 
petitum."  If  any  one  takes  this  to  mean  nothing  more 
than  that  the  imagination  of  the  artist  was  fired  by  the 
exalted  image  of  the  poet,  and  rendered  capable  of  pro- 
ducing equally  elevated  representations,  he  seems  to  me 
to  overlook  that  which  is  most  essential,  and  to  content 
himself  with  drawing  a  conclusion  altogether  general 
Avhere  he  has  it  in  his  power  to  draw  a  particular  one  on 
far  more  satisfactory  grounds.  As  I  judge,  Pheidias  here 
confessed  that  in  this  passage  he  first  remarked  how  much 
expression  lies  in  the  eyebrows,  "  quanta  pars  animi " 6 
shows  itself  in  them.  Perhaps  it  also  incited  him  to 
bestow  more  labour  upon  the  hair,  in  order,  in  some 
measure,  to  express  what  Homer  calls  ambrosial  locks ; 

*  Iliad,  i.  528.    Valerius  Maxima?,  lib.  iii.  cap.  vii.  sect.  4, 
«  Pliny,  x.  51. 

F    2 
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for  it  is  certain  that  the  -ancient  artists  before  the  time  of 
Pheidias  but  little  understood  the  language  and  meaning 
of  the  features,  and  that  they  had  neglected  the  hair 
especially.  Still,  Myron,  as  Pliny  remarks,7  was  cen- 
surable in  both  points  j  and  according  to  the  same 
authority,  Pythagoras  Leontinus  was  the  first  who  dis- 
tinguished himself  by  an  elegant  execution  of  the  hair.? 
What  Pheidias  learnt  from  Homer  the  other  artists  learnt 
from  the  works  of  Pheidias. 

I  will  quote  another  example  of  this  kind  which  has 
always  given  me  much  pleasure.  I  would  recall  to  my 
readers  the  observations  which  Hogarth  has  made  upon 
the  Apollo  Belvedere : 9  "  These  two  masterpieces  of  art, 
the  Apollo  and  Antinous,  are  seen  together  in  the  same 
palace  at  Rome,  where  the  Antinous  fills  the  spectatoi 
with  admiration  only,  whilst  the  Apollo  strikes  him  with 
surprise,  and,  as  travellers  express  themselves,  with  an 
appearance  of  something  more  than  Tinman  ;  which  they  of 
course  are  always  at  a  loss  to  describe ;  and  this  effect, 
they  say,  is  the  more  astonishing,  as  upon  examination 
its  disproportion  is  evident  even  to  a  common  eye.  One 
of  the  best  sculptors  we  have  in  England,  who  lately 
went  to  see  them,  confirmed  to  me  what  has  been  now 
said,  particularly  as  to  the  legs  and  thighs  being  too  long 
and  too  large  for  the  upper  parts.  And  Andrea  Sacchi, 
one  of  the  great  Italian  painters,  seems  to  have  been  of 
the  same  opinion,  or  he  would  hardly  have  given  his 
Apollo,  crowning  Pasquilini  the  musician,  the  exact  pro- 
jjortion  of  the  Antinous  (in  a  famous  picture  of  his  now 
in  England),  as  otherwise  it  seems  to  be  a  direct  copy 
from  the  Apollo. 

"  Although  in  very  great  works  we  often  see  an  inferior 
part  neglected,  yet  here  it  cannot  be  the  case,  because  in 
a  fine  statue  just  proportion  is  one  of  its  essential 
beauties;  therefore  it  stands  to  reason  that  these  limbs 

T  Plinius,  lib.  xxxiv.  sect  19, 3 : "  Ipse  tamen  corporum  ten  us  curioBus, 
animi  sensna  non  expressisse  vidctur,  capillum  quoque  et  pubem  non 
emendatius  fecisse,  quam  rudia  antiquitas  institnisseL" 

•  Ibid.  19,  4 :  "  Hie  primus  nervos  et  venas  expressit ;  capUlumque 
diligentius." 

•  Hogarth'a  Analysis  of  Beauty,  chap.  xi. 
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must  have  been  lengthened  on  purpose,  otherwise  it 
might  easily  have  been  avoided. 

"  So  that  if  we  examine  the  beauties  of  this  figure 
thoroughly  we  may  reasonably  conclude  that  what  has 
been  hitherto  thought  so  unaccountably  excellent  in  its 
general  appearance  hath  been  owing  to  what  hath  seemed 
a  blemish  in  a  part  of  it."  All  this  is  very  evident ;  and 
already  Homer,  I  may  add,  had  felt  and  indicated  that 
there  is  an  exalted  appearance,  which  springs  merely 
from  this  addition  of  size  in  the  proportions  of  the  feet 
and  thighs ;  for  when  Antenor  compares  the  form  of 
Ulysses  with  that  of  Menelaus  he  is  made  to  say  l° — 

Sravrwv  fj.lv,  McveXaos  vTmpr^ev  eupeas  w/xovs, 
afj.<f><j)  8'   c^o/xevci),  yepapwTepos  %)f.v  'OSvcrcrcus. 

"When  both  stood,  Menelaus  towered  above  the  other 
with  his  broad  shoulders ;  but  when  both  sat,  Ulysses  had 
the  nobler  presence."  Since  Ulysses,  therefore,  gained 
•when  sitting  what  Menelaus  lost  in  that  position,  it  is 
easy  to  determine  what  proportion  the  upper  parts  of 
each  bore  to  their  feet  and  thighs.  The  former  were  of  a 
disproportionate  size  in  Ulysses,  the  latter  in  Menelaus. 


CHAPTEE  XXIII. 

A  SINGLE  unbecoming  part  may  disturb  the  harmonious 
operation  of  many  in  the  direction  of  beauty  without  the 
object  necessarily  becoming  ugly.  Even  ugliness  requires 
several  unbecoming  parts,  all  of  which  we  must  be  able 
to  take  in  at  the  same  view  before  we  experience  sensa- 
tions the  opposite  of  those  which  beauty  produces. 

According  to  this,  therefore,  ugliness  in  its  essence 
could  be  no  subject  of  poetry ;  yet  Homer  has  painted 
extreme  ugliness  in  Thersites,  and  this  ugliness  is 
described  according  to  its  contiguous  parts.  Why  in  the 
case  of  ugliness  did  he  allow  himself  a  licence  from  which 
he  had  so  judiciously  abstained  in  that  of  beauty?  Is 

w  Iliad,  iii  210. 
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not  the  effect  of  ugliness  obviated  by  a  success!  vre  enume- 
ration of  its  elements  just  as  much  as  the  effect  of  beauty 
is  annihilated  by  a  similar  enumeration  of  its  elements  ? 

Undoubtedly  it  is ;  but  it  is  in  this  very  fact  that  the 
justification  of  Homer  lies.  The  poet  can  only  make  use 
of  ugliness  so  far  as  it  is  reduced  in  his  description  into 
a  less  repugnant  appearance  of  bodily  imperfection,  and 
ceases,  as  it  were,  in  point  of  its  effect  to  be  ugliness. 
Thus,  what  he  cannot  make  use  of  by  itself  he  can  as  an 
ingredient  for  the  purpose  of  producing  and  strengthen- 
ing certain  mixed  sensations  with  which  he  must  enter- 
tain us  in  default  of  those  purely  agreeable. 

These  mixed  feelings  are  the  ridiculous  and  the  horrible. 

Homer  makes  Ther sites  ugly  in  order  to  make  him 
ridiculous.  He  is  not  made  so,  however,  merely  by  his 
ugliness,  for  ugliness  is  an  imperfection,  and  a  contrast  of 
perfections  with  imperfections  is  required  to  produce  the 
ridiculous.  This  is  the  explanation  of  my  friend,1  to 
which  I  might  add,  that  this  contrast  must  not  be  too 
sharp  and  glaring,  and  that  the  contrasts,  to  continue  in 
the  language  of  the  artist,  must  be  of  such  a  kind  that 
they  are  capable  of  blending  into  one  another.  The  wise 
and  virtuous  .^Esop  does  not  become  ridiculous  because  the 
ugliness  of  Thersites  has  been  attributed  to  him.  It  was 
a  foolish  monkish  whim  to  try  to  illustrate  the  ycXotov  in 
his  instructive  fables  by  means  of  the  deformity  in  his  own 
person.  For  a  misshapen  body  and  a  beautiful  mind  are 
as  oil  and  vinegar ;  however  much  you  may  shake  them 
together,  they  always  remain  distinct  to  the  taste.  They 
will  not  make  a  third  quality.  The  body  produces  annoy- 
ance, the  soul  pleasure ;  each  its  own  effect.  It  is  only 
when  the  deformed  body  is  also  fragile  and  sickly,  when 
it  impedes  the  soul  in  its  operations,  and  is  the  occasion  of 
prejudicial  judgments  concerning  it,  that  annoyance  and 
pleasure  melt  into  one  another.  The  new  result  is  not 
ridicule,  but  sympathy ;  and  its  object,  who  without  this 
would  only  have  been  esteemed,  becomes  interesting.  The 
misshapen  sickly  Pope  must  have  been  far  more  interesting 

1  Philos.  Schriften  des  Herrn  Moses  Mendelssohn,  vol.  ii.  p.  23. 
[Leasing  formed  an  intimate  friendship  with  Moses  Mendelssohn  in 
Berlin.— ED.] 
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to  his  friends  than  the  handsome  and  healthy  Wycherly 
to  his.  But  while  Thersites  in  not  made  ridiculous  by 
mere  ugliness,  he  would  by  no  means  be  so  without  it. 
His  ugliness,  the  harmony  of  this  ugliness  with  his  char- 
acter, the  contrast  which  both  form  with  the  idea  which 
he  cherishes  of  his  own  importance,  the  harmless  effect  of 
his  malicious  chattering,  which  is  derogatory  to  himself 
only,  all  combine  to  produce  this  result.  The  last  circum- 
stance is  the  ou  </>0apTiKov,2  which  Aristotle  considers  indis- 
pensable to  the  ridiculous ;  as  my  friend  makes  it  also  a 
necessary  condition  that  the  contrast  should  not  be  of 
great  importance,  or  inspire  us  with  much  interest.  For 
let  us  only  assume  that  even  Thersites  paid  more  dearly 
than  he  did  for  his  malicious  depreciation  of  Agamemnon, 
and  atoned  for  it  with  his  life,  instead  of  a  pair  of  bloody 
wheals,  and  we  should  at  once  cease  to  laugh  at  him.  For 
this  horror  of  a  man  is  still  a  man,  whose  annihilation 
must  always  appear  a  greater  evil  to  us  than  all  his 
defects  and  vices.  In  order  to  experience  this,  let  any  one 
read  the  account  of  his  end  in  Quintus  Calaber.3  Achilles 
is  grieved  at  having  slain  Penthesileia ;  the  beauty,  bathed 
in  her  own  blood  so  bravely  shed,  demands  the  esteem  and 
compassion  of  the  hero ;  and  esteem  and  compassion  beget 
love.  But  the  slanderous  Thersites  imputes  this  to  him  as 
a  crime.  He  grows  zealous  against  the  lust  which  can 
lead  even  the  most  noble  of  men  to  madness : — 

TTJT    a^pova  <£tOTa  TiOrjvi 

KO.I    TTWVTOV    TTtp     tOVTO. 

Achilles  is  angered,  and,  without  adding  a  word,  strikes 
him  so  heavily  between  the  cheek  and  the  ear  that  his 
teeth  aud  blood  and  life  issue  together  from  his  mouth.  It 
is  too  horrible !  The  passionate  and  murderous  Achilles 
becomes  more  hateful  to  me  than  the  malicious  and  snarl- 
ing Thersites.  The  shout  of  applause  which  the  Greeks 
raised  at  this  offends  me.  I  step  to  the  side  of  Diomedes, 
who  already  draws  his  sword  to  avenge  his  kinsman  on 
the  murderer,  for  I  feel  that  Thersites  is  my  kinsman 
also,  a  human  being. 

8  De  Poetica,  cap.  v.  3  Paralipomeaa,  lib.  L  720. 
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But  let  us  suppose  that  the  instigations  of  Thersites  had 
resulted  in  a  mutiny ;  that  the  rebellious  people  had  really 
embarked  in  their  ships,  and  treacherously  left  their 
leaders  behind  them  ;  that  these  leaders  had  fallen  into  the 
hands  of  a  revengeful  enemy ;  and  that  thereupon  a  divine 
decree  of  punishment  had  wreaked  utter  destruction  on 
the  fleet  and  people.  How  would  the  ugliness  of  Thersites 
appear  then  ?  If  ugliness,  when  harmless,  may  be  ridicu- 
lous, when  hurtful  it  is  always  horrible.  I  do  not  know 
how  I  can  better  illustrate  this  than  by  citing  a  couple  of 
excellent  passages  from  Shakespeare.  Edmund,  the  bastard 
of  the  Earl  of  Gloucester,  in  King  Lear,  is  no  less  a  villain 
than  Richard  Duke  of  Gloucester,  who  paved  his  path  to 
the  throne  by  the  most  horrible  crimes,  and  mounted  it 
under  the  title  of  Richard  the  Third.  How  is  it  then  that 
the  first  excites  our  loathing  and  horror  so  much  less  than 
the  second?  When  I  hear  the  bastard  say : — * 

**  Thou,  Nature,  art  my  goddess ;  to  thy  law 
My  services  are  bound.     Wherefore  should  I 
Stand  in  the  plague  of  custom,  and  permit 
The  curiosity  of  nations  to  deprive  me, 
For  that  I  am  some  twelve  or  fourteen  moonshines 
Lag  of  a  brother  ?  Why  bastard  ?  wherefore  base  ? 
When  my  dimensions  are  as  well  compact, 
My  mind  as  generous,  and  my  shape  as  true 
As  honest  madam's  issue  ?    Why  brand  they  us 
With  base?  with  baseness?  bastardy?  base,  base? 
Who,  in  the  lusty  stealth  of  nature,  take 
More  composition  and  fierce  quality 
Than  doth,  within  a  dull,  stale,  tired  bed, 
Go  to  the  creating  a  whole  tribe  of  fops, 
Got  'tween  asleep  and  awake  ?  " 

I  am  listening  to  a  devil,  but  see  him  in  the  form  of  an 
angel  of  light.  When,  on  the  contrary,  I  hear  the  Duke 
of  Gloucester : — 8 

44  But  I,  that  am  not  shaped  for  sportive  tricks, 
Nor  made  to  court  an  amorous  looking-glass ; 

4  King  Leur,  Act  i.  sc.  2. 

•  King  Richard  the  Third,  Act  i.  sc.  1. 
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I,  that  am  rudely  stainp'd,  and  want  love's  majesty ; 

To  strut  before  a  wanton  ambling  nymph ; 

I,  that  am  curtailed  of  this  fair  proportion, 

Cheated  of  feature  by  dissembling  nature, 

Deformed,  unfinished,  sent  before  my  time 

Into  this  breathing  world,  scarce  half  made  up, 

And  that  so  lamely  and  unfashionable, 

That  dogs  bark  at  me  as  I  halt  by  them ; 

Why  I,  in  this  weak  piping  time  of  peace, 

Have  no  delight  to  pass  away  the  time, 

Unless  to  spy  my  shadow  in  the  sun 

And  descant  on  mine  own  deformity ; 

And  therefore,  since  I  cannot  prove  a  lover, 

To  entertain  these  fair,  well-spoken  days, 

I  am  determined  to  prove  a  villain " 

I  hear  a  devil,  and  I  see  a  devil ;  and  in  a  form  which  the 
devil  alone  ought  to  have. 


CHAPTEB  XXIV. 

IT  is  thus  that  the  poet  turns  ugliness  of  form  to  account. 
AVhat  use  may  the  artist  be  allowed  to  make  of  it  ? 

Painting,  as  an  imitative  power,  can  express  ugliness; 
but  painting  as  a  fine  art  refuses  .to  do  so :  as  in  the  former 
capacity,  all  visible  objects  may  be  subjects  for  it,  in  the 
latter  it  is  confined  to  those  only  by  which  pleasing  sen- 
sations are  aAvakened. 

But  do  not  even  disagreea'ble  sensations  become  pleasing 
when  imitated?  Not  all.  An  acute  critic1  has  already 
made  the  following  remarks  upon  aversion :  "  The  repre- 
sentations," he  says,  "  of  fear,  sorrow,  alarm,  compassion, 
&c.,  can  only  so  far  awaken  dislike  as  we  believe  the  evil 
to  be  real.  These  therefore  might,  through  the  recollec- 
tion that  it  is  nothing  but  an  artificial  illusion,  dissolve 
into  sensations  of  pleasure.  But  the  disagreeable  sensation 
of  disgust  follows,  on  the  mere  representation  in  the  soul, 
by  virtue  of  the  law  of  our  imaginatkm,  whether  the 

1  Briefe  die  neueste  Lit.  betreffend,  vol.  v.  p.  102. 
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object  be  considered  real  or  not.  "What  consolation  is  it  to 
the  offended  mind,  even  if  the  artificiality  of  the  imitation 
is  ever  so  obvious  ?  Its  aversion  arose,  not  from  the  pre- 
sumption that  the  evil  was  real,  but  from  the  mere  repre- 
sentation of  it,  and  that  is  real.  The  feelings  of  disgust, 
therefore,  are  always  real,  and  never  imitations. 

All  this  is  equally  applicable  to  ugliness  of  form.  This 
ugliness  offends  our  sight,  contradicts  our  taste  for  arrange- 
ment and  harmony,  and  awakens  disgust,  without  any 
reference  to  the  actual  existence  of  the  object  in  which  we 
perceive  it.  We  had  rather  not  see  Thersites  either  in 
nature  or  in  a  picture ;  and  if  the  picture  should  be  the 
least  displeasing  of  the  two,  this  does  not  result  from  the 
ugliness  of  his  form  ceasing  to  be  such  an  imitation,  but 
from  our  possessing  the  power  of  withdrawing  attention 
from  this  ugliness,  and  deriving  pleasure  exclusively  from 
the  art  of  the  painter.  But  even  this  pleasure  will  every 
moment  be  interrupted  by  the  reflexion  to  what  a  bad  pur- 
pose the  art  has  been  applied,  and  this  reflexion  seldom 
fails  to  convey  with  it  disparagement  of  the  artist. 

Aristotle  adduces  another  reason2  why  objects  which  we 
view  with  displeasure  in  nature  may  impart  enjoyment, 
even  when  most  faithfully  represented,  viz.  the  general 
thirst  for  knowledge  among  men.  We  are  pleased  when 
we  can  learn  from  the  imitation,  ri  IKOO-TOV,  what  each 
thing  is,  or  when  we  can  conclude  from  it  on  OVTOS  eVeivos, 
that  it  represents  this  thing  or  that,  but  no  inference  can 
be  drawn  from  this  in  favour  of  ugliness  in  the  imitation. 
The  pleasure  which  arises  from  the  satisfaction  of  our 
thirst  for  knowledge  is  momentary,  and  merely  accidental 
to  the  object  which  affords  it,  while  the  feeling  of  annoy- 
ance which  accompanies  the  sight  of  ugliness  is  permanent, 
and  essential  to  the  object  which  awakens  it.  How 
then  can  this  latter  be  counterbalanced  by  the  former? 
Still  less  can  the  trifling  degree  of  pleasurable  interest 
afforded  by  the  similitude  overcome  the  displeasing  effect 
of  the  ugliness.  The  more  closely  I  compare  the  ugly  pic- 
ture with  the  ugly  original,  the  more  I  expose  myself  to 
this  effect,  so  that  the  pleasure  of  comparison  presently 

2  De  Poetica,  cap.  iv. 
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vanishes,  and  nothing  remains  to  me  but  the  disagreeable 
impression  of  the  double  ugliness.  To  judge  from  the 
examples  which  Aristotle  gives  us,  it  appears  that  he  had 
no  intention  of  classing  simple  ugliness  of  form  among 
those  displeasing  objects  which  are  capable  of  affording 
pleasure  when  imitated.  These  examples  are  wild  beasts 
and  corpses.  Wild  beasts  awaken  terror,  although  they 
are  not  ugly,  and  it  is  this  terror,  and  not  their  ugliness, 
which  by  imitation  is  resolved  into  pleasurable  sensations. 
So  too  it  is  with  corpses.  It  is  the  acuter  feelings  of  pity 
and  .  the  terrible  thought  of  our  own  annihilation  that 
renders  a  corpse  a  repulsive  object  to  us  in  nature;  but  in 
the  imitation  this  pity  loses  its  poignancy  through  our 
consciousness  of  illusion,  and  an  addition  of  soothing  cir- 
cumstances may  either  entirely  withdraw  our  thoughts 
from  this  fatal  recollection,  or  unite  itself  so  inseparably 
with  it  that  we  believe  we  can  see  therein  more  to  desire 
than  to  shrink  from. 

Ugliness  of  form,  then,  cannot  in  and  for  itself  be  a  sub- 
ject for  painting  as  a  fine  art,  for  the  sensation  which  it 
excites  is  not  only  displeasing,  but  is  not  even  of  that 
class  of  unpleasing  sensations  which,  when  imitated,  are 
changed  into  the  pleasurable.  Still  it  remains  a  question 
whether,  as  an  ingredient  for  strengthening  sensations,  it 
may  not  be  serviceable  to  art  as  well  as  to  poetry  ? 

May  painting,  to  attain  the  ridiculous  and  the  horrible, 
make  use  of  ugly  forms  ? 

I  will  not  venture  to  answer  directly  in  the  negative. 
It  is  undeniable  that  harmless  ugliness  can  be  made  ridi- 
culous in  painting  also,  especially  if  an  affected  assump- 
tion of  charm  and  beauty  is  combined  with  it,  but  it  is 
just  as  indisputable  that  harmful  ugliness  excites  the  same 
horror  in  painting  as  in  nature,  and  that  the  ridiculous 
and  the  horrible,  both  of  which  are  in  themselves  mixed 
sensations,  attain  by  imitation,  the  former  a  higher  degree 
of  attraction,  the  latter  of  offensiveness. 

I  must,  however,  call  attention  to  the  fact  that  in  spite 
of  this,  painting  and  poetry  do  not  stand  in  precisely  the 
same  position.  In  poetry,  as  I  observed,  ugliness  of  form, 
through  its  parts  being  changed  from  coexisting  into 
successive,  almost  entirely  loses  its  repulsive  effect ;  from 
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this  point  of  view,  it  ceases  as  it  were  to  be  ugliness, 
and  can  therefore  the  more  implicitly  combine  with 
other  appearances  to  produce  a  new  and  peculiar  effect. 
In  painting,  on  the  contrary,  the  ugliness  exerts  all  its 
powers  at  once,  and  affects  us  but  little  less  deeply  than  in 
nature.  Harmless  ugliness,  consequently,  cannot  long 
remain  ridiculous ;  the  unpleasant  sensation  gains  the 
upper  hand,  and  what  at  first  was  comic  becomes  in 
the  course  of  time  simply  repulsive.  It  is  just  the  same 
with  hurtful  ugliness ;  the  horrible  disappears  by  degrees, 
and  deformity  is  left  behind  alone  and  unchangeable. 

On  these  considerations  Count  Caylus  was  perfectly 
right  in  omitting  the  episode  of  Thersites  in  his  series  of 
Homeric  paintings,  but  are  we  therefore  justified  in  wish- 
ing that  it  had  been  left  out  of  Homer  itself?  I  am  sorry 
to  find  that  a  scholar  of  otherwise  just  and  refined  taste  is 
of  this  opinion,3  bat  I  reserve  for  another  opportunity  the 
fuller  explanation  of  my  views  upon  this  point. 


CHAPTEK  XXV. 

THE  second  distinction,  which  the  critic  I  have  just  quoted 
draws  between  disgust  and  the  other  disagreeable  passions 
of  the  soul,  is  also  shown  by  the  displeasure  which  ugli- 
ness of  form  excites  in  us. 

"Other  disagreeable  passions,"  he  says,1  "may,  even  in 
nature,  setting  aside  imitation,  find  frequent  opportunities 
of  flattering  the  mind:  because  they  never  excite  pure 
aversion,  but  always  temper  their  bitterness  with  grati- 
fication. Our  fear  is  seldom  deprived  of  all  hope.  Terror 
animates  all  our  powers,  to  escape  from  the  danger :  anger 
is  commingled  with  the  desire  of  revenge,  and  sorrow 
with  the  soothing  recollection  of  former  happiness;  while 
compassion  is  inseparable  from  the  tender  feelings  of  love 
and  affection.  The  soul  has  the  liberty  of  dwelling  at 
one  time  upon  the  pleasing,  at  another  upon  the  repulsive, 
parts  of  a  passion,  and  of  creating  for  itself  a  mixture  of 

1  Klotzii  Epistolse  Homericse,  p.  33.  '  lUd.  p.  103. 
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pleasure  and  sorrow  which  is  far  more  seductive  than  the 
purest  gratification.  It  requires  but  little  attention  to 
the  workings  of  our  own  mind  to  have  observed  this 
times  without  number.  Whence  comes  it  else,  that  to 
the  angry  man  his  anger,  and  to  the  sorrowing  his  sorrow, 
are  dearer  than  all  the  cheerful  representations  with  which 
we  think  to  calm  him?  But  it  is  very  different  in  the 
case  of  disgust  and  the  feelings  allied  to  it.  In  these  the 
soul  recognizes  no  admixture  of  pleasure.  Dissatisfaction 
gains  the  upper  hand,  and  it  is  impossible  to  think  of  any 
situation,  either  in  nature  or  in  imitation,  in  which  the 
mind  would  not  shrink  with  abhorrence  from  representa- 
tions of  them." 

Perfectly  time;  but  since  the  critic  himself  acknow- 
ledges that  there  are  sensations  allied  to  disgust,  which 
likewise  can  produce  nothing  but  annoyance;  what,  I 
ask,  can  be  more  closely  allied  to  it  than  the  perception 
of  ugliness  in  form?  This  too  in  nature  is  without  the 
smallest  admixture  of  pleasure;  and  since  it  is  equally 
incapable  of  admitting  any  through  imitation,  it  is  like- 
wise impossible  to  conceive  any  condition  of  it  in  which 
the  mind  would  not  shrink  from  it  with  abhorrence. 

This  repugnance,  if  I  have  investigated  my  own  feelings 
with  sufficient  care,  is  altogether  of  the  nature  of  disgust. 
The  sensation  which  is  excited  by  ugliness  of  form  is 
disgust,  only  in  a  lower  degree.  This,  I  allow,  is  at 
variance  with  another  remark  of  the  critic,  from  which  it 
would  appear  that  he  considers  that  only  the  less  acute 
of  our  senses,  taste,  smell,  and  touch,  are  exposed  to  dis- 
gust. "The  two  first,"  he  says,  "through  an  excessive 
sweetness ;  and  the  last  through  the  oversoftness  of  any 
matter  which  does  not  afford  sufficient  resistance  to  the 
nerves  which  touch  it.  These  objects  then  become  in- 
tolerable to  the  sight  also,  but  only  through  the  associa- 
tion of  ideas,  and  our  recollection  of  the  repugnance 
which  our  taste,  smell,  and  feeling  experienced  at  them ; 
for,  strictly  speaking,  there  is  no  such  thing  as  an  object 
of  disgust  to  the  sight."  Still  it  appears  to  me  that  in- 
stances of  this  last  might  be  named.  A  liver  spot  in  the 
face,  a  hare-lip,  a  flattened  nose  with  prominent  nostrils, 
an  entire  want  of  eyebrows,  are  uglinesses  which  are 
repugnant  neither  to  the  smell  nor  taste  nor  touch,  yet 
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it  is  certain  that  there  is  a  sensation  experienced  at  them 
which  approaches  much  more  closely  to  disgust  than  any 
which  is  produced  by  other  deformities  of  body,  such  as 
a  crooked  foot  or  a  high  shoulder ;  and  the  more  delicate 
the  temperament,  the  more  will  those  sensations  which 
precede  nausea  be  felt  at  the  sight  of  them ;  these,  how- 
ever, quickly  subside,  and  it  is  rarely  that  actual  nausea 
follows ;  the  reason  for  which  may  certainly  be  found  in 
this,  that,  being  objects  of  sight,  sight  perceives  in  them 
and  with  them  a  number  of  realities,  through  the  agree- 
able representations  of  which  the  disagreeable  ones  are  so 
weakened  and  obscured  that  they  can  rarely  produce  any 
traceable  influence  upon  the  body.  Our  less  acute  senses, 
on  the  contrary,  the  taste,  smell,  and  touch,  cannot  ob- 
serve such  realities,  whilst  they  are  affected  with  what  is 
repulsive ;  this,  consequently,  is  left  to  work  alone,  and 
in  its  full  strength,  and  is  naturally  therefore  accompanied 
by  a  far  more  violent  bodily  effect. 

Besides,  the  disgusting  stands  on  just  the  same  footing 
as  to  imitation  as  the  ugly.  Nay,  since  its  unpleasant 
effects  are  more  violent,  it  is  still  less  capable  than  the 
latter  of  becoming,  in  and  by  itself,  a  subject  either  of 
poetry  or  painting.  Only  because  it  is  greatly  softened 
by  being  expressed  in  words  should  I  venture  to  assert 
that  the  poet  can  employ  at  least  a  few  disgusting 
traits  as  an  ingredient  to  produce  the  same  mixed  sensa- 
tions which  he  so  successfully  strengthens  by  the  use  of 
ugliness. 

The  disgusting  can  increase  the  ridiculous ;  or  repre- 
sentations of  propriety  and  dignity  may  be  rendered 
laughable  by  being  placed  in  close  contrast  with  it. 
Numerous  examples  of  this  may  be  found  in  Aristophanes. 
One  that  occurs  to  me  is  the  weasel,  which  interrupted 
the  good  Sokrates  in  his  astronomical  contemplations.2 

MA0.    irpwrjv  8c  ye  yv<i)p.r)v  fjLeydX-rjv  a^piBrj 

vir    d<rKoAa/3ojTov.     2TP.  TWO.  rpoirov  j  Kareiirf  fioi 
MA®.    £Tfro£i/Tos  avrov  rrjs  (reX^v^s  ras  o8ov? 

KCU    TO.S    7T£/H<£opds,     CtT*    aV 

O.TTO  r/Js  opcx^T/s  vvKTwp  yaXecoTiys 
2TP,    rpOtjv  yaAew-n;  Kara^e'cram  S 

«  Nube8,  170. 
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If  we  suppose  that  what  fell  into  his  open  mouth 
•was  not  disgusting,  the  ridiculous  disappears  altogether. 
The  most  comic  traits  of  this  kind  are  .to  be  found  in 
the  Hottentot  history  of  Tquassouw  and  Knonmquaiha, 
which  appeared  in  the  '  Connoisseur,'  an  English  weekly 
periodical,  abounding  in  humour,  ascribed  to  Lord  Ches- 
terfield. We  all  know  how  dirty  the  Hottentots  are,  and 
how  many  things  are  esteemed  beautiful,  becoming,  and 
holy  among  them  which  excite  disgust  and  loathing  in 
us.  Let  us  picture  to  ourselves  the  cartilage  of  the  nose 
flattened,  breasts  flaccidly  descending  to  the  navel,  the 
whole  body  glistening  in  the  sun  with  an  ointment  of 
goat's  fat  and  soot,  the  hair  dripping  with  grease,  the 
feet  and  arms  entwined  with  fresh  entrails.-  Let  us  think 
of  all  this  as  the  object  of  a  fervent,  venerating,  tender 
love  ;  let  us  hear  the  passion  expressed  in  the  noble  lan- 
guage of  seriousness  and  admiration,  and  refrain  from 
laughing  if  we  can.3 

With  the  terrible  the  disgusting  seems  capable  of  being 

8  The  Connoisseur,  vol.  i.  No.  21.  It  is  entitled  "A  description  of 
the  heauty  of  Knonmquaiha."  "  He  was  struck  with  the  glossy  hue 
of  her  complexion,  which  shone  like  the  jetty  down  on  the  black  hogs  of 
Hessaqua;  he  was  ravished  with  the  prest  gristle  of  her  nose ;  and  bis 
eyes  dwelt  with  admiration  on  the  flaccid  beauties  of  her  breasts,  which 
descended  to  her  navel."  And  what  does  art  contribute  to  set  so  much 
beauty  in  its  most  advantageous  light?  "She  made  a  varnish  of  the 
fat  of  goats  mixed  with  soot,  with  which  she  anointed  her  whole  body, 
as  she  stood  beneath  the  rays  of  the  sun ;  her  locks  were  clotted  with 
melted  grease,  and  powdered  with  the  yellow  dust  of  Buchu :  her  face, 
which  shone  like  the  polished  ebony,  -was  beautifully  varied  with  spots 
of  red  earth,  and  appeared  like  the  sable  curtain  of  the  night  bespangled 
with  stars:  she  sprinkled  her  limbs  with  wood-ashes,  and  perfumed 
them  with  the  dung  of  Stinkbingsem.  Her  arms  and  legs  were  entwined 
with  the  shining  entrails  of  an  heifer :  from  her  neck  there  hung  a  pouch 
composed  of  the  stomach  of  a  kid :  the  wings  of  an  ostrich  over- 
shadowed  the  fleshy  promontories  behind,  and  before  she  wore  an  apron 
formed  of  the  shaggy  ears  of  a  lion."  I  will  add  the  ceremony  of  the 
nuptials  of  the  enamoured  pair.  "  The  Surri,  or  chief  priest,  approached 
them,  and  in  a  deep  voice  chanted  the  nuptial  rites  to  the  melodious 
grumbling  of  the  gom-gom,  and  at  the  same  time  (according  to  the 
manner  of  Caffraria)  bedewed  them  plentifully  with  the  urinary  bene- 
diction. The  bride  and  bridegroom  rubbed  in  the  precious  stream  with 
ecstasy,  while  the  briny  drops  trickled  from  their  bodies,  like  the 
oo/y  surge  from  the  rocks  of  Ohirigriqua." 
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associated  more  closely  still.  What  we  call  the  horrible 
is  nothing  more  than  the  terrible  rendered  disgusting. 
Longinus*  indeed  is  offended  with  the  T^s  oc  fj.lv  pwuv 
fjiv£ai  pe'ov  in  Hesiod's5  picture  of  Sorrow;  not  so  much, 
I  think,  because  it  is  a  disgusting  trait  as  because  it  is 
one  simply  so,  and  does  not  in  any  way  contribute  to  the 
terrible  ;  for  he  appears  to  raise  no  objections  against  the 
long  nails,  projecting  beyond  the  fingers  (/Aa/cpol  8'  oW^es 
Xetpco-criv  vrnjo-av)  :  and  yet  long  nails  are  at  least  as  dis- 
gusting as  a  dirty  nose;  but  they  are  also  terrible;  for  it 
is  they  which  tear  the  cheeks,  till  the  blood  streams  from 
•them  to  the  ground  :  — 

IK  Se  irapeiwv 


On  the  other  hand  a  dirty  nose  is  nothing  but  a  dirty  nose, 
and  I  can  only  recommend  Sorrow  to  keep  her  mouth  shut. 
Let  the  reader  turn  to  the  description  of  the  desolate  cave 
of  the  unfortunate  Philoktetes  in  Sophokles.  None  of  the 
necessaries  and  conveniences  of  life  are  to  be  seen,  except 
a  bed  of  trampled  dry  leaves,  a  shapeless  wooden  bowl, 
and  the  means  of  lighting  a  fire,  the  whole  wealth  of  the 
sick  and  deserted  man.  How  does  the  poet  complete 
this  sorrowful  and  fearful  picture  ?  He  adds  a  touch  of 
disgust.6  "  Ha  !  "  and  Neoptolemus  all  at  once  shrinks  ; 
"  look  at  these  torn  rags  full  of  blood  and  matter  drying 
here." 


NE.       OpS>    K€VT]V    OLK-(](TLV 

OA.     ouS'  IvSov  oi/coiroios  eo-ri  TIS  Tpo<f>i]  ; 
NE.     crrenrTrj  ye  <£vAAas  a>s  ei'avXt^ovTt  T</>. 
OA.     ra  8'   aAA.'   Iprjfjia,  KOuSeV  eo-0'  {arocrreyov  ; 
NE.     auTOfetiXov  y    eKTrayta,   (f>av\ovpyov  Tiros 

TCXV7?/jtaT'   "^pos,  KCU  Tnipei'  opov  raSe. 
OA.     KctVov  TO   Oiqo'avpio'fj.a.  (rrj/j.awei's  r 
NE.     lov!   iov!  xat  ravra  y   aAAa  ^aATre 

pater),  ySapetas  TOV  vooT^Xeiias  TrXe'a. 


*  Tltpl  'r^ovs,  rtf/jut  it',  p.  15.     Edit.  T.  Fabri. 

*  Scut  Hercul.  266.  •  Philoct.  31. 
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So  too  in  Homer :  Hektor,  when  dragged  along,  his  face 
disfigured  with  blood  and  dust,  and  his  hair  matted — 

"  Squalentem  barbam  et  concretes  sanguine  crines  " 

(as  Yirgil  expresses  it),7  becomes  a  disgusting  object,  but 
for  that  very  reason  more  horrible  and  moving.  Who  can 
think  of  the  punishment  of  Marsyas,  in  Ovid,  without  a 
sensation  of  disgust  ? 8 

"  Clamanti  cutis  est  summos  direpta  per  artus : 
Nee  quidquain  nisi  vulnus  erat ;  cruor  undique  manat : 
Detectique  patent  nervi :  trepidseque  sine  ulla 
Pelle  micant  venae :  salientia  viscera  possis 
Et  perlucentes  numerare  in  pectore  fibras." 

We  all  feel,  however,  that  the  disgusting  is  here  in  its 
proper  place.  It  renders  the  terrible  horrible;  and  the 
horrible  is  not  altogether  displeasing  even  in  nature,  if 
our  compassion  is  thereby  interested :  how  much  less  then 
in  imitation?  I  will  not  multiply  instances  ;  yet  I  must 
observe  that  there  is  one  species  of  the  horrible  to  which 
the  poet  has  hardly  any  other  means  of  access  than  the 
disgusting.  It  is  the  horrors  of  hunger.  Even  in  common 
life  we  can  only  express  the  direst  stress  of  starvation  by 
an  enumeration  of  all  the  innutritious,  unwholesome,  and 
particularly  disgusting  things  with  which  the  stomach 
must  needs  be  satisfied ;  since  imitation  cannot  excite  in 
us  any  actual  sensation  of  hunger,  it  has  recourse  to 
another  unpleasant  feeling,  which,  in  the  case  of  ex- 
treme starvation  we  recognize  as  the  lighter  evil.  This 
sensation  it  seeks  to  awaken  in  us,  that  we  may 
conclude,  from  our  aversion  to  it,  how  strong  that  aver- 
sion must  be,  under  the  influence  of  which  we  would  be 
glad  to  set  at  naught  the  present  one.  Ovid  says  of  the 
Oread  whom  Ceres  sent  to  meet  Famine 9 — 

"  Hanc  (Famem)  procul  ut  vidit  . 

refert  mandata  deae ;  paulumque  morata, 
Quanquam  aberat  longe,  quanquam  modo  venerat  illuc, 
Viea  tamen  sensisse  famem." 

1  M\\eid,  lib.  ii.  277.  8  Metamorph.  vi.  397. 

•  Ibid.  viii.  809. 
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This  is  an  unnatural  exaggeration.  The  Bight  of  a  fam- 
ishing person,  even  though  it  be  Famine  herself,  does  not 
possess  this  infectious  power  ;  pity  and  horror  and  dis- 
gust it  might  awaken,  but  not  hunger.  Ovid  has  not 
been  sparing  of  this  horror  in  his  picture  of  Fames  ;  and 
in  his  description  of  Erysichthon's  starvation,  as  well  as  in 
that  of  Kallimachus,10  the  disgusting  traits  are  the  strong- 
est. After  Erysichthon  has  consumed  everything,  and  has 
not  spared  even  the  sacrificial  cow  which  Ids  mother  had 
reared  for  Vesta,  Kallimachus  represents  him  as  falling 
upon  the  horses  and  cats,  and  begging  in  the  streets  for 
the  fragments  and  filthy  relics  from  strangers'  tables  :  — 


KOI  TO.V  fiutv  e<£ayev,  rav  'Eoria  erpe^e  /j.a.rr}p, 
*ai  rov  ct£0Ao0opov  /cat  TOV  TroAe^irytov  ITTTTOV, 
Kal  rav  atXovpov,  rav  tTpeync  Orfpia  P.IKKO.  — 
KOL  r66'  6  Toi  ySao-iA/J/os  eW  rpioSoitTi  KaOrjfrro 
am£a)v  aKoAtos  re  Kal  t/c/3oAa  Ai^tara  8airos. 

And  Ovid  makes  him  at  last  fix  his  teeth  in  his  own 
limbs,  that  from  his  own  body  he  might  obtain  nourish- 
ment for  itself:  — 

"  Yis  tamen  ilia  mali  postquam  consumpserat  omnem 
Materiam        ........ 

Ipse  suos  artus  lacero  divellere  morsu 
Ccepit  ;  et  infelix  minuendo  corpus  alebat." 

The  only  reason  that  the  harpies  were  represented  as  so 
noisome  and  disgusting  was  that  the  hunger  caused  by 
their  carrying  off  the  provisions  might  appear  more 
rorrible.  Let  us  listen  to  the  complaint  of  Phineus,  in 
Apoll.nius:  —  n 


TVT06v  8'  rfv  &pa  SiJ  TOT'  eS^rvos  a/t/u  At7ra)(rt, 
Trvei  ToSe  /AuSaAc'ov  TC  xai  ov  rXrjTov  /xo'os  6S/x^s. 
ov  Kf  TIS  ovSc  fjLivwOa.  fiporwv  avtr^oiTO  7T(Aacr<ras, 
ovS'  et  01  dSa/xavros  (Xrj\a/j.evov  neap  eitj. 
aAA<{  fie  iriKpr)  S^Ta  ice  Sairos  eTrto^ct  dvay/oy 
Kai  /x^avovra  xafcy  ev  yaorepi 


»•  Hym.  in  Corerem,  111.  "  Argonaut,  lib.  ii. 
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I  should  he  glad  to  justify  from  this  point  of  view  the 
disgusting  introduction  of  the  harpies  in  Yirgil ;  but  the 
hunger  there  spoken  of  is  not  an  actual  and  present 
famine  which  they  occasion,  but  only  an  impending  one 
which  they  foretell ;  and,  to  crown  all,  the  whole 
prophesy  finds  its  fulfilment  in  a  mere  verbal  equivoca- 
tion. Dante,  too,  not  only  prepares  us  for  the  story  of  the 
starvation  of  Ugolino,  by  placing  him  and  his  former 
persecutors  in  the  most  loathsome  and  horrible  situation 
in  hell ;  but  also  the  accoiint  of  the  starvation  itself  is 
not  without  some  features  awakening  disgust,  which  es- 
pecially seizes  us  when  the  sons  offer  themselves  to  their 
father  as  food.  In  the  note  I  quote  a  passage  from  a  play 
of  Beaumont  and  Fletcher,  which  might  have  served 
instead  of  all  other  examples,  did  I  not  feel  obliged  to 
acknowledge  that  it  is  somewhat  exaggerated.12 

12  The  Sea  Voyage,  Act  iii.  sc.  1.  [It  is  by  Fletcher  only.  ED.]  A 
French  pirate  is  driven  with  his  ship  upon  a  desert  island.  Avarice 
and  envy  produce  a  quarrel  among  his  crew.  This  affords  a  few  poof 
creatures  who  had  been  exposed  for  some  time  to  the  utmost  distress 
upon  the  island  au  opportunity  of  putting  out  to  sea  in  the  vessel. 
The  other  wretches  are  thus  suddenly  deprived  of  all  the  necessities  of 
life,  and  have  no  prospect  before  them  but  a  cruel  death.  One  of  them 
expresses  his  hunger  and  despair  to  his  fellow  as  follows : — 

"  LAMURE.    Oh,  what  a  tempest  have  I  in  my  stomach  I 
How  my  empty  guts  cry  out !     My  wounds  ache, 
Would  they  would  bleed  again,  that  I  might  get 
Something  to  quench  my  thirst. 

FRAXVILLE.     O  Lamure,  the  happiness  my  dogs  had 
When  I  kept  house  at  home  !     They  had  a  storehouse, 
A  storehouse  of  most  blessed  bones  and  crusts, 
Happy  crusts.     Oh,  how  sharp  hunger  pinches  me  !    .    .    . 

LAMUKE.    How  now,  what  news  ? 

MOIULLAR.     Hast  any  meat  yet  ? 

FGAXVILLE.    Not  a  bit  that  I  can  see ; 
Here  be  goodly  quarries,  but  they  be  cruel  hard 
To  gnaw : 

I  ha'  got  some  mud,  it  we  will  eat  with  spoons, 
Very  good  thick  mud ;  but  it  stinks  damnably ; 
There's  old  rotten  trunks  of  trees  too, 
But  not  a  leaf  nor  blossom  in  all  the  island 

LASIURE.    How  it  looks  ! 

MORILLAR.    It  stinks  too. 

LAMUBK.    It  may  be  poison. 
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I  now  come  to  disgusting  objects  in  painting.  Even  if 
it  were  altogether  indisputable  that  theie  is  strictly 
speaking  no  such  thing  as  an  object  disgusting  to  the 
sight  which,  as  a  matter  of  course,  painting,  as  a  fine  art, 
would  renounce,  it  would  still  be  compelled  altogether  to 
avoid  disgusting  objects,  because  the  association  of  ideas 
renders  them  disgusting  to  the  sight  also.  Pordenone,  in 


FRAXVILLE.    Let  it  be  anything, 
So  I  can  get  it  down.     Why  man, 
Poison's  a  princely  dish. 

MORILLAB.     Hast  thou  no  bisket  ? 
No  crumbs  left  in  thy  pocket  ?    Here  is  my  doublet, 
Give  me  but  three  small  crumbs. 

FRANVILLE.    Not  for  three  kingdoms, 
If  I  were  master  of  'em.     0  Lamure, 
But  one  poor  joint  of  mutton  we  ha'  scorned,  man. 

LASH  RE.    Thou  speak'bt  of  Paradise ; 
Or  but  the  snuffs  of  those  healths 
We  have  lewdly  at  midnight  flung  away. 

MORILLAR.    Ah !  but  to  lick  the  glasses." 

But  this  is  nothing  to  the  next  scene,  when  the  ship's  surgeon  enters. 

"  FRAKVILLE.    Here  comes  the  surgeon.    What  hast  thou  dis- 
covered ? 
Smile,  smile,  and  comfort  us. 

SUBGEON.    I  am  expiring, 

Smile  they tLat  can.    I  can  find  nothing,  gentlemen; 
Here's  nothing  can  be  meat,  without  a  miracle. 
Oh  that  I  had  my  boxes  and  my  lints  now, 
My  stupes,  my  tents,  and  (hose  sweet  helps  of  nature, 
What  dainty  dishes  could  I  make  of  'em. 

MORILLAR.     Hast  ne'er  an  old  suppository  ? 

SUROEON.    Oh,  would  I  had,  sir. 

LAMrRE.    Or  but  the  paper  where  such  a  cordial, 
Potion,  or  pills,  hath  been  entomb'd  ? 

FRAKVILI  E.    Or  the  blest  bladder,  where  a  cooling-glister — 

MORILLAB.    Ha^t    thou   no    searcloths    left?     Nor   any   old 
poultice  ? 

FRANVILLE.    We  care  not  to  what  it  hath  been  ministered. 

SVBGEON.     Sure  I  have  none  of  (hese  dainties,  gentlemen. 

FRANVILLE.    Where's  the  groat  wen 
Thou  cut'ist  from  Hugh  the  sailor's  shoulder  ? 
That  would  serve  now  for  a  most  princely  banquet. 

SURGEON.    Ay,  if  we  had  it,  gentlemen. 
I  flung  it  overboard,  slave  that  I  was. 

LAJUUBB.    A  moat  improvidi  nt  vil'ain.*' 
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a  painting  of  the  burial  of  Christ,  represents  one  of  the 
bystanders  as  compressing  his  nose.  Richardson 13  dis- 
approves of  this  upon  the  ground  that  Christ  had  not 
yet  been  dead  long  enough  for  his  body  to  have  passed 
into  corruption.  At  the  resurrection  of  Lazarus,  on  the 
contrary,  he  is  of  opinion  that  an  artist  might  be  per- 
mitted to  draAv  some  of  the  spectators  in  this  attitude, 
because  history  expressly  affirms  that  his  body  already 
stank.  To  me  such  a  representation  would  there  also  be 
intolerable,  because  it  is  not  only  actual  stench,  but  the 
very  idea  of  it,  that  awakens  disgust,  ^'e  avoid  stinking 
places  even  if  we  have  a  cold  in  the  head.  But,  it  will 
be  replied,  painting  requires  the  disgusting,  not  for  its 
own  sake,  but  as  poetry,  to  strengthen  thereby  the  ridi- 
culous and  the  horrible.  At  its  peril !  But  what  I  have 
remarked  of  the  ugly,  in  respect  to  this,  holds  good  so 
much  the  more  of  the  disgusting.  It  loses  incomparably 
less  of  its  effect  in  an  imitation  which  appeals  to  the  eyes 
than  in  one  which  appeals  to  the  ears.  In  the  former, 
therefore,  it  cannot  become  so  closely  mixed  up  with  the 
constituent  parts  of  the  ridiculous  and  the  horrible  as  in 
the  latter ;  as  soon  as  our  first  surprise  is  over,  and  our 
first  eager  look  satisfied,  it  again  becomes  altogether 
distinct,  and  stands  before  us  in  its  original  crude  form. 


CHAPTER  XXVI. 

HERR  WINCKELMANN'S  'History  of  Ancient  Art'  has  ap- 
peared, and  I  cannot  venture  a  step  further  before  I  have 
read  it.  To  subtilize  upon  art  merely  from  general  ideas 
may  lead  us  astray  into  whimsical  theories,  which  sooner  or 
later  we  find,  to  our  shame,  are  contradicted  in  the  worka 
of  art.  The  ancients  also  well  knew  the  ties  by  which 
painting  and  poetry  are  bound  together,  and  it  will  be 
found  that  they  have  never  drawn  them  more  tightly 
than  was  advantageous  for  each.  "What  their  artists 
did  will  teach  me  what  artists  generally  should  do,  and 

19  Richardson,  De  la  Peinture,  t  i.  p.  74. 
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whore  such  a  man  as  Winckelmann  bears  the  torch  of 
history  before,  speculation  can  confidently  follow. 

People  generally  dip  into  an  iiriportant  work  before 
they  commence  seriously  reading  it.  My  chief  curiosity 
was  to  learn  the  opinion  of  the  author  upon  the  Laokoon, 
not  upon  the  art  displayed  in  its  execution,  for  with 
regard  to  that  he  has  already  explained  himself  else- 
where; but  upon  its  antiquity.  Whose  side  does  he 
take  ?  Theirs,  to  whom  Virgil  appears  to  have  had  the 
group  before  his  eyes?  or  theirs  who  believe  that  the 
artists  worked  after  the  poet  ? 

My  taste  is  much  gratified  to  find  that  he  makes  not  the 
least  mention  of  imitation  having  taken  place  either  ou 
the  one  side  or  the  other.  Where  is  the  absolute  neces- 
sity for  it?  It  is  not,  after  all,  impossible  that  the 
similarities  between  the  poetical  description  and  the  work 
of  art,  to  which  I  have  called  attention  above,  may  be 
accidental,  and  not  designed,  similarities ;  and  that,  so  far 
from  one  having  served  as  the  model  of  the  other,  the  two 
need  not  even  have  been  executed  after  the  same  ?  Yet 
had  he  been  prejudiced  by  the  appearance  of  such  imita- 
tion, he  must  have  declared  himself  in  favour  of  the 
former,  supposition ;  for  he  assumes  that  the  Laokoon  is 
the  production  of  an  age  when  art  among  the  Greeks 
had  reached  the  highest  summit  of  its  perfection,  i.e.  the 
age  of  Alexander  the  Great. 

"  That  good  destiny,"  he  says,1  "  which  watched  over 
art,  even  at  its  destruction,  has  preserved  for  the  admira- 
tion of  the  whole  world  a  work  of  this  period  of  art  as 
a  proof  of  the  reality  of  that  excellence  ascribed  by 
history  to  the  numberless  masterpieces  that  have  disap- 
peared. Laokoon,  together  with  his  two  sons,  executed 
by  Agesander,  Apollodorus,2  and  Athenodorus,  of  Rhodes, 
belongs  in  all  probability  to  this  time ;  although  it  is 
impossible  to  determine  its  age  precisely,  or  to  give,  ns 

1  Geschichte  der  Kunst,  p.  347. 

1  Not  Apollodorus,  but  Polydorus.  Pliny  is  the  only  author  who 
mentions  these  artists,  and  I  do  not  know  that  there  is  any  differeuce 
iu  the  manuscripts,  as  regards  this  name.  Had  it  been  so,  Hardouin 
would  certainly  have  noticed  it.  Polydorus  too  is  the  reading  in  all  the 
old  editions.  Winckelmann  must  merely  have  committed  a  trifling  erroi 
in  transcription. 
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some  have  done,  the  exact  Olympiad  in  -which  these 
artists  flourished." 

In  a  note  he  adds :  "  Pliny  does  not  mention  the  age  in 
which  Agesander  and  his  assistants  in  his  work  lived ; 
but  Maffei,  in  his  explanation  of  ancient  statues,  takes 
it  for  certain  that  these  artists  flourished  in  the  88th 
Olympiad;  and  Richardson  and  others  have  copied  this 
statement,  on  his  authority.  The  former  has,  I  think, 
mistaken  an  Athenodorus  among  the  pupils  of  Poly- 
kletus  for  one  of  the  artists  in  question,  and,  since 
Polykletus  flourished  in  the  eighty-seventh,  he  has  placed 
his  assumed  scholar  an  Olympiad  later :  Maffei  could  have 
had  no  other  grounds." 

He  certainly  could  not  have  had  any  other.  But  why  ia 
\Vinckelrnann  satisfied  with  merely  quoting  this  supposed 
reason  of  Maffei  ?  Does  it  contradict  itself?  Not  entirely. 
Although  it  is  corroborated  by  no  other  evidence,  yet  it 
makes  for  itself  a  slight  amount  of  probability,  unless 
there  is  some  evidence  to  prove  that  it  is  impossible  that 
Athenodorus,  the  pupil  of  Polykletus,  and  Athenodorus, 
the  associate  of  Agesander,  can  have  been  one  and  the 
same  person.  Fortunately  this  can  be  shown,  and  that 
too  by  their  different  countries.  The  first  Athenodorus 
came,  according  to  the  express  testimony  of  Pausanias,3 
from  Kleitor  in  Arcadia ;  while  the  second,  on  the  authority 
of  Pliny,  was  a  native  of  Ehodes. 

Winckelmann  can  have  had  no  object  for  wishing  that 
Maffei's  assumption  should  not  be  incontrovertibly  dis- 
proved by  the  production  of  this  circumstance.  It  must 
rather  be  that  the  grounds  which,  with  his  undeniable 
insight,  he  derives  from  the  art  displayed  in  the  work, 
have  appeared  to  him  of  such  importance  that  it  matters 
little  whether  the  opinion  of  Maffei  still  retains  some 
probability  or  not.  He  recognises  without  doubt  in  the 
Laokoon  too  many  of  those  "  argutiaa "  *  which  were 
peculiar  to  Lysippus,  and  with  which  he  was  the  first  to 
enrich  art,  to  conceive  it  possible  that  it  should  be  the 
production  of  an  age  preceding  his. 

3  'A07jfo5o>pos  5«  /ecu  Aaui'or  .     .     .  OVTOI  5*  'Apxc&es  tlfflv  in  KXtiro'poj. 
Phoc.  cap.  is.  p.  819,  edit.  Kuhn. 

4  Plinius,  lib.  xxxiv.  sect.  19,  6. 
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But  supposing  it  proved  that  the  Laokoon  cannot  be  of 
greater  antiqtuty  than  the  age  of  Lysippus,  does  it 
necessarily  follow  that  it  must  belong  to  about  that 
period,  or  that  it  is  impossible  it  should  be  the  work  of 
a  far  later  age?  To  pass  over  the  time  preceding  the 
establishment  of  the  Roman  monarchy,  during  which 
art  in  Greece  now  lifted  and  now  drooped  its  head,  why 
may  not  the  Laokoon  have  been  the  happy  fruit  of 
that  rivalry  which  the  lavish  magnificence  of  the  first 
Csesars  must  have  enkindled  among  the  artists  ?  ^Yhy 
cannot  Agesander  and  his  helpmates  have  been  contem- 
poraries of  a  Strongylion,  an  Archesilaus,  a  Pasiteles,  a 
Posidonius,  or  a  Diogenes  ?  Were  not  some  of  the  works 
of  these  masters  also  valued  as  highly  as  any  that  art 
had  ever  produced  ?  Let  us  suppose  that  pieces,  unques- 
tionably theirs,  were  still  extant,  but  that  the  age  of  their 
sculptors  was  unknown,  and  could  only  be  inferred  from 
their  style  of  art ;  would  not  an  inspiration  almost 
divine  be  required  to  guard  the  critic  against  a  belief 
that  he  ought  to  attribute  them  also  to  that  age  which 
alone  Winckelmann  deems  capable  of  having  produced 
the  Laokoon  ? 

It  is  true  that  Pliny  does  not  expressly  state  the  time 
at  which  the  artists  of  the  Laokoon  flourished.  Still,  if  I 
were  to  draw  any  inference  from  the  connexion  of  the 
whole  passage,  as  to  whether  he  intended  to  rank  them 
among  the  ancient  or  modern  artists,  I  confess  that  the 
probability  seems  to  me  to  be  in  favour  of  the  latter 
supposition ;  but  let  the  reader  judge  for  himself. 

After  Pliny  has  spoken,  somewhat  at  length,  of  the 
most  ancient  and  greatest  masters  in  sculpture,  Pheidias, 
Praxiteles,  and  Skopas ;  and  has  afterwards  given,  with- 
out any  chronological  order,  the  names  of  the  rest,  and 
especially  of  those,  any  of  whose  works  were  still  extant 
at  Rome,  he  continues  as  follows  : 5  "  Nee  multo  plurium 
lama  est,  quorundam  claritati  in  operibus  eximiis  obstante 
numero  artificum,  quoniam  nee  unus  occupat  gloriam,  nee 
plures  pariter  nuncupari  possunt,  sicut  in  Laocoonte,  qui 
est  in  Titi  imperatoris  domo,  opus  omnibus  et  picture  et 

•  Lib.  xxx  fi.  4,  H 
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Btatuarise  artis  prasponendum.  Ex  uno  lapide  eum  et 
liberos  draconumque  mirabiles  nexus  de  consilij  sententia 
fecere  summi  artifices,  Agesander  et  Polj'dorus  et  Athene- 
dortis  Ehodii.  Similiter  Palatinas  domus  Caesamm 
replevere  probatissimis  signis  Craterus  cum  Pythodoro, 
Polydectes  cum  Hermolao,  Pythodorus  alius  cum  Arte- 
mone,  et  singularis  Aphrodisius  Trallianus.  Agiippa> 
Pantheum  decora vit  Diogenes  Atheniensis;  et  Caryatides- 
in  columnis  templi  ejus  probantur  inter  pauca  operum : 
sicut  in  fastigio  posita  signa,  sed  propter  altitudinem  loci 
minus  celebrata." 

Of  all  the  artists  mentioned  in  this  passage,  Diogenes  ol 
Athens  is  the  only  one  whose  era  is  incontestably  deter- 
mined. He  decorated  the  Pantheon  of  Agrippa,  and  must 
therefore  have  lived  during  the  reign  of  Augustus.  Still, 
if  we  weigh  the  words  of  Pliny  a  little  more  closely,  I 
think  we  shall  find  that  the  age  of  Craterus  and  Pytho- 
dorus, of  Polydectes  and  Hermolaus,  of  the  second  Pytho- 
dorus and  Artemon,  as  well  as  of  Aphrodisius  of  Tralles> 
are  just  as  unquestionably  settled.  He  says  of  them^. 
"  Palatinas  domus  Caasarum  replevere  probatissimis  signis." 
Now,  I  ask,  is  it  possible  this  should  only  mean  that  the- 
palaces  of  the  Caesars  were  filled  with  their  masterpieces  ; 
in  the  sense,  namely,  that  the  Cassars  had  had  then* 
collected  everywhere,  transported  to  Rome,  and  placed 
in  their  palaces?  Certainly  not.  But  they  must  have 
executed  their  statues  expressly  for  these  palaces  of  the- 
Caesars,  and  they  must  have  flourished  during  their  time. 
That  they  were  later  artists,  whose  labours  were  confined 
to  Italy,  may  be  clearly  inferred  from  the  fact  that  we  find 
no  mention  of  them  elsewhere.  Had  they  laboured  in 
Greece  in  early  times,  Pausanias  would  have  seen  one  or 
other  of  their  works,  and  have  preserved  their  memory  for 
us.  A  Pythodorus,  to  be  sure,  does  occur  in  him,6  but 
Hardouin  is  quite  wrong  in  taking  him  for  the  same  as- 
that  mentioned  in  the  above-quoted  passage  of  Pliny  ;  for 
Pausanias  calls  one  of  his  pieces,  a  statue  of  Juno  which  ho 
saw  at  Korona3a  in  Boeotia,  S.yaXp.a.  dp^aiov,  an  epithet  ho 
only  applies  to  the  works  of  those  masters  who  had  flourished 

•  Bceotic.  cap.  xxxiy.  p.  778.    Edit.  Kiibn. 
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in  the  most  ancient  and  rudest  days  of  art,  long  before 
Pheidias  and  Praxiteles.  With  works  of  this  kind  we  may 
be  quite  s*ure  the  Caesars  did  not  decorate  their  palaces. 
Still  less  attention  can  be  paid  to  another  conjecture  of 
Hardouin,  that  Artemon  is  perhaps  the  painter  of  the  same 
name  whom  Pliny  mentions  in  another  place.  Identity  of 
names  affords  but  a  very  poor  degree  of  probability  for  the 
sake  of  which  we  are  far  from  being  entitled  to  do  violence 
to  the  natural  interpretation  of  an  uncorrupt  passage. 

According  to  this  there  is  no  doubt  that  Craterus  and 
Pythodorus,  Polydectes  and  Herrnolaus,  &c.,  lived  under 
the  Caesars,  whose  palaces  they  filled  with  their  remark- 
able works,  and  it  seems  to  me  that  no  other  age  can  be 
reasonably  assigned  to  those  artists  from  whom  Pliny 
passes  on  to  the  others  by  a  "  similiter."  Now  these  are 
the  sculptors  of  the  Laokoon.  Let  my  reader  only  reflect, 
supposing  Agesander,  Polydorus,  and  Athenodorus  were 
as  old  masters  as  Winckelrnann  believes  them  to  be,  how 
unnatural  it  would  appear  for  an  author,  in  whom  accuracy 
of  expression  is  of  considerable  importance,  when  he  is 
forced  to  pass  abruptly  from  them  to  the  most  modern 
artists  to  make  this  transition  by  means  of  an  "  In  like 
manner." 

Still  it  will  be  answered  that  this  "  similiter  "  does  not 
refer  to  a  connexion  in  respect  of  age,  but  to  another 
circumstance  which  these  artists,  so  different  in  point  of 
antiquity,  possessed  in  common.  Pliny,  it  will  be  said,  is 
speaking  of  those  artists  who  executed  works  together,  and 
on  account  of  this  association  remained  less  celebrated  than 
they  deserved  to  be.  For  since  no  one  alone  can  lay  claim 
to  the  honour  of  a  work  executed  in  common,  and  always 
to  mention  by  name  every  one  who  took  part  in  it  would 
have  been  too  tedious  ("  quoniam  nee  unus  occupat  gloriain, 
nee  plures  paiiter  nuncupari  possunt "),  their  united  names 
became  neglected.  This  was  the  lot  of  the  sculptors  of  the 
Laokoon,  and  of  so  many  other  artists  whom  the  Ccesars 
employed  in  the  decoration  of  their  palaces. 

I  grant  all  this ;  but  still  even  then  it  is  in  the  highest 
degree  probable  that  Pliny  is  speaking  only  of  modem 
artists  who  worked  in  conjunction.  For  if  he  wero 
alluding  to  the  more  ancient,  why  did  he  only  mention  the 
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sculptors  of  the  Laokoon  ?  Why  not  others  also  ?  Onatas 
and  Kalliteles  ?  Timokles  and  Timarchides  ?  or  the  sons 
of  this  Timarchides:  there  was  a  Jupiter,7  the  joint  pro- 
duction of  these  last,  in  Rome.  Herr  AYinckelmann  himself 
says  that  a  long  list  might  be  given  of  ancient  works  which 
had  more  than  one  father  ;s  and  would  Pliny  have  only 
recollected  Agesander,  Polydorus,  and  Athenodorus,  if  he 
had  not  expressly  confined  himself  to  the  latest  times  ? 

If  the  probability  of  a  supposition  increases  in  proportion 
to  the  number  and  difficulty  of  the  incomprehensible  cir- 
cumstances which  are  explained  by  it,  the  assumption 
that  the  sculptors  of  Laokoon  flourished  under  the  first 
Caesars  is  in  a  very  high  degree  confirmed ;  for  if  they  had 
laboured  in  Greece  at  the  period  to  which  Winckelmann 
attributes  them,  if  the  Laokoon  itself  had  formerly  been 
in  that  country,  the  silence  observed  by  the  Greeks  upon 
such  a  work  ("  opere  omnibus  et  pictures  et  statuarise  artis 
praeponendo")  would  be  exceedingly  strange.  It  would  sur- 
prise us  that  such  great  masters  should  have  executed 
nothing  else,  or  that  Pausanias  had  been  able  to  see  as 
little  of  the  rest  of  their  works  in  Greece  as  he  did  of  the 
Laokoon.  In  Rome,  on  the  contrary,  the  great  master- 
piece might  long  remain  in  obscurity,  and,  even  if  it  were 
executed  as  early  as  the  time  of  Augustus,  there  would  be 
nothing  wonderful  in  Pliny's  having  been  the  first  and 
only  man  to  mention  it.  Let  us  only  call  to  mind  what 
he  says  of  a  Venus  by  Skopas 9  which  stood  at  Rome  in 
a  temple  of  Mars ;  .  .  .  "  querncumque  alium  locum 
nobilitatura.  Romae  quidem  magnitude  operum  earn 
obliterat,  ac  magni  officiorum  negotiorumque  acervi  omnes 
a  contemplatione  talium  abducnnt :  quoniam  otiosorura  et 
in  magno  loci  silentio  apta  admiratio  talis  est." 

Those  who  are  desirous  of  recognizing  in  the  group  of 
the  Laokoon  an  imitation  of  Virgil's  description  will  ac- 
cept the  remarks  I  have  made  hitherto  with  satisfaction. 
Another  conjecture  might  occur  to  me  which  likewise 
ought  not  to  call  forth  much  disapproval  from  them.  It 
was  very  likely,  they  might  think,  Asinius  Pollio  who  had 
Virgil's  Laokoon  executed  by  Greek  artists.  Pollio  was  a 

1  Plinius,  xiivi.  4,  10.        *  Gesch.  der  Kunst,  vol.  ii.  p.  331. 
•  Plinius,  xxxvi.  4,  8. 
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particular  friend  of  the  poet,  outlived  him,  and  appears 
even  to  have  composed  a  work  of  his  own  upon  the  ^Eneid, 
for  where  else  could  the  isolated  remarks  which  Servius 
quotes  from  him10  have  found  a  place  so  easily  as  in  a  work 
of  his  own  upon  this  poem.  At  the  same  time  Pollio  was 
an  amateur  and  connoisseur  of  art,  possessed  a  rich  collec- 
tion of  the  most  excellent  antique  works  of  art,  and  com- 
missioned the  artists  of  his  day  to  execute  new  ones  for 
him ;  and  so  bold  a  group  as  the  Laokoon  was  in  perfect 
accordance  with  the  taste  which  he  displayed  in  his  selec- 
tion :n  "  ut  fuit  acris  vehenientiae  sic  quoque  spectari  monu- 
menta  sua  voluit."  Still,  as  the  cabinet  of  Pollio  at  the 
time  of  Pliny,  when  the  Laokoon  stood  in  the  palace  of 
Titus,  appears  to  have  been  still  quite  undivided  in  a  place 
especially  allotted  to  it,  this  supposition  must  again  lose  a 
good  deal  of  its  probability.  And,  after  all,  I  do  not  see 
why  Titus  himself  should  not  hive  done  what  we  would 
ascribe  to  Pollio. 


CIIAPTEE   XXVII. 

I  AM  confirmed  in  my  opinion,  that  the  sculptors  of  the 
Laokoon  worked  under  the  first  Caesars,  or  at  any  rate 
cannot  be  of  such  antiquity  as  Herr  Winckelinann  be- 
lieves, by  a  small  piece  of  information  which  he  himself 
is  the  first  to  make  known.  It  is  this  : — l 

"  At  Nettuno,  formerly  Antium,  Cardinal  Alexander 
Albani,  in  the  year  1717,  discovered  in  a  great  vault, 
which  lay  covered  by  the  sea,  a  vase  of  greyish  black 
marble,  now  called  bigio,  in  which  the  group  was  inlaid ; 
upon  it  was  the  following  inscription : — 

A0ANOAQP02   APHSANAPOY 
POAIO2    EIIOIH2E. 

'ATHANODORUS    THE    SON   OF    AGESANDER,    OF    EHODES,    MADE 

IT.'     We  gather  from  this  inscription  that  father  and  son 

10  JSneid,  lib.  ii.  v.  7,  and  more  particularly  lib.  xi.  183.    Such  a 
work  therefore  might  safely  be  added  to  the  catalogue  of  this  man's 
lost  writings. 

11  Plinius,  xxxvi.  4,  10.  *  Gesch.  der  Kunst,  part  ii.  p.  317. 
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executed  the  Laokoon,  and  probably  Apollodorus  (Poly- 
dorus)  was  also  a  son  of  Agesander ;  for  this  Athanodonis 
can  be  no  other  than  the  one  mentioned  by  Pliny.  This 
inscription  further  proves  that  more  works  of  art  than 
three  only,  as  Pliny  says,  have  been  found,  on  which  the 
artists  have  inscribed  the  word  made  in  the  perfect  and 
definite  tense ;  eTrooyo-e,  fecit :  he  informs  us  that  all  the 
rest  out  of  modesty  expressed  it  in  the  indefinite,  «rot«, 
faciebat." 

Herr  "Winckelmann  will  find  few  to  gainsay  his  assertion 
that  the  Athanodorus  in  this  inscription  can  be  no  other 
than  the  Athenodorus  mentioned  by  Pliny  amongst  the 
sculptors  of  the  Laokoon.  Athanodorus  and  Athenodorus 
are  doubtless  the  same  name  ;  for  the  Ehodians  spoke  the 
Doric  dialect.  But  upon  the  other  conclusions  which  he 
draws  from  this  inscription  I  must  make  a  few  remarks. 

His  first  inference,  that  Athenodorus  was  a  son  of  Age- 
sander, may  pass.  It  is  very  probable,  but  not  indisput- 
able ;  for  it  is  well  known  that  there  were  ancient  artists 
who  abandoned  the  name  of  their  father,  and  adopted 
that  of  their  master.  What  Pliny  says  of  the  brothers 
Apollonius  and  Tauriscus  hardly  admits  of  any  other 
interpretation.2 

But  how!  This  inscription  is  to  refute  the  assertion 
of  Pliny,  that  not  more  than  three  works  of  art  were 
to  be  found  on  which  the  artists  had  acknowledged  their 
productions  in  a  perfect  tense  (Toy  «roi>jo-e  instead  of 
cVoui)?  This  inscription?  Why  should  we  first  learn 
from  this  inscription  what  we  might  have  long  ago  learnt 
from  many  others  ?  Had  not  KAeo^m;?  eirow/o-e  been 
already  found  upon  the  statue  of  Germanicus  ?  'Ap^eAaos 
eTrofycre  upon  the  so-called  deification  of  Homer?  And 
SaATTiW  tTTonjo-e  upon  the  famous  vase  at  Gaeta  ?  3 

Herr  Winckelmann  can  truly  say,  "Who  knows  this 
better  than  I  ?  but,"  he  will  also  add,  "  so  much  the  worse 
for  Pliny;  the  oftener  his  assertion  is  contradicted,  the 
more  undeniably  it  is  refuted." 

«  Lib.  xxxvi.  4, 10. 

1  See  the  list  of  inscriptions  on  ancient  works  of  art,  in  Mar. 
Gudiua  (ad  Phajdri  fab.  v.  lib.  1),  and  cf.  at  the  same  time  Gronovius's 
correction  of  this  passage  (Praef.  ad  torn.  ix.  Thesauri  Antiq.  Grsec.). 
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Stay.  What  if  Herr  Wiijckelmann  makes  Pliny  say 
more  than  he  really  means?  and  if  thus  the  examples  I 
adduced  refute,  not  the  assertion  of  Pliny,  but  merely  the 
addition  which  Herr  Winckelmann  has  made  to  this  as- 
sertion ?  And  this  is  really  the  case.  I  must  quote  the 
whole  passage.  Pliny,  in  his  dedication  to  Titus,  wishes 
to  speak  of  his  work  with  the  modesty  of  a  man  who  him- 
self best  knows  how  far  it  still  falls  short  of  perfection. 
He  discovers  a  remarkable  example  of  such  modesty  among 
the  Greeks,  the  boastful  promises  of  whose  title-pages 
{"  inscriptiones,  propter  quas  vadimonium  deseri  posfcit") 
he  has  been  criticizing  somewhat ;  and  goes  on  to  say : 4 
"  Et  ne  in  totum  videar  Graecos  insectari,  ex  illis  nos 
velim  intelligi  pingendi  fingendique  conditoribus,  quos 
in  libellis  his  invenies,  absoluta  opera,  et  ilia  quoque  quai 
mirando  non  .satiainur,  pendenti  titulo  inscripsisse :  ut 
APELLES  FACIKUAT,  aut  POLYCLKTUS:  tanquam  inchoata 
semper  arte  et  imperfecta :  ut  contra  judiciorum  varie- 
tates  superesset  artifici  regressus  ad  veniam,  velut  emen- 
daturo  quidquid  desideraretur,  si  non  esset  interceptas. 
Quare  plenum  verecundias  illud  est,  quod  omnia  opera 
tanquam  novissima  inscripsere,  et  tanquam  singulis  fato 
adempti.  Tria,  non  amplius,  ut  opinor,  absolute  tradiintnr 
inscripta,  ILLE  FECIT,  quae  suis  locis  reddam :  quo  apparuit, 
summam  artis  securitatem  auctori  placuisse,  et  ob  id  magnrt 
invidia  fuere  omnia  ea."  I  beg  the  reader  to  pay  attention 
to  Pliny's  expression,  "  pingendi  fingendique  conditoribus." 
Pliny  does  not  say  that  the  custom  of  acknowledging  their 
productions  in  the  imperfect  tense  was  universal  among 
artists,  or  that  all  in  every  age  had  observed  it ;  he  ex- 
pressly states  that  only  the  earliest  masters,  the  creators 
of  the  plastic  arts,  pingendi  fingendique  conditores,  Apelles, 
Polykletus,  and  their  contemporaries,  had  shown  this  Avise 
modesty;  and  since  he  only  names  these,  he  intimates 
quietly  but  distinctly  enough  that  their  successors,  espe- 
cially in  later  times,  expressed  greater  confidence  in 
themselves. 

But  if  we  allow  this,  as  I  think  every  one  must,  the 
inscription  of  one  of  the  three  artists  of  Laokoon  which 

•  Lib.i 


LAOKOON.  159 

has  been  discovered  may  be  perfectly  correct,  without 
involving  any  untruth  in  Pliny's  assertion  that  only 
three  works  were  extant  in  the  inscriptions  on  which 
their  authors  made  use  of  the  perfect  tense,  i.e.  among  the 
ancient  works  of  the  periods  of  Apelles,  Polykletus,  Nicias, 
or  Lysippus.  But  if  so,  it  cannot  be  correct,  as  Herr 
Winckelmann  maintains,  that  Athenodorus  and  his  fellow- 
sculptors  were  contemporaries  of  Apelles  and  Lysippus. 
We  must  rather  conclude — if  it  is  time  that  among  the 
works  of  the  ancient  artists,  of  Apelles  and  Polykletus, 
and  the  rest  of  this  class,  only  three  were  to  be  found  in 
the  inscriptions  on  which  a  perfect  tense  was  used ;  if  it 
is  true  that  Pliny  himself  has  mentioned  these  three 
works  by  name,5  it  follows  that  Athanodorus,  to  whom 

*  At  least  he  expressly  promises  to  do  it :  "  qtue  suis  locis  reddam."  If, 
however,  he  has  not  entirely  forgotten  it,  he  has  only  mentioned  it  in 
passing,  and  not  in  the  way  one  expects  after  such  a  pledge.  When, 
for  example,  he  writes  (lib.  xxxv.  sect.  39)  :  "  Lysippus  quoque  uEginaa 
picturae  &uae  inscripsit,  (Vficavo-fv :  quod  profecto  nou  fecisset,  nisi 
encaustica  inventa,"  it  is  manifest  that  he  here  adduces  the  word 
eveKavvev  as  a  proof  of  a  very  different  fact.  Had  he,  as  Hardouin  sup- 
poses, mentioned  it  as  also  being  one  of  those  works  upon  which  the 
insciiption  was  written  in  the  aorist,  he  would  not  have  failed  to  call 
attention  to  it.  Hardouin  thinks  he  discovers  the  other  two  works  of 
this  kind  in  the  folio  wing  passage :  "  Idem  (Divus  Augustus)  in  Curia 
quoque,  quam  in  Comitio  consccrabat,  duas  tabulas  impressit  parieti : 
Nemeam  sedeiitem  supra  leonem,  palmigeram  ipsam,  adstante  cuin 
baculo  sene,  cujus  supra  caput  tabula  bigae  depcndet.  Nicias  Ecripsit 
se  inussisse :  tali  enini  usus  est  verbo.  Alterius  tabulae  adiniratio  est, 
pubereni  filium  seni  patri  similcm  esse,  salva  aetatis  differentia,  super- 
volante  aquila  draconem  complexa.  Philochares  hoc  suum  opus  esse 
testatus  est "  (lib.  xxxv.  sect.  10).  Here  two  different  pictures  are 
described,  which  Augustus  put  up  in  his  newly  built  senate-house.  The 
first  was  by  Nikias ;  the  second  by  Philochares.  What  is  said  of  Philo- 
chares is  plain  enough ;  but  about  Nikias  there  are  some  difficulties. 
Nemea  was  represented  seated  upon  a  lion,  with  a  palm-branch  in  her 
hand ;  an  old  man  with  a  staff  in  his  hand  stood  near  her :  "  cujus  supra 
caput  tabula  bigae  dependet."  What  does  this  mean  ?  Above  whose 
head  there  hung  a  tablet,  upon  which  a  two-horse  chariot  was  painted  ? 
Yet  this  is  the  only  sense  which  can  be  put  upon  the  words.  Thus 
another  smaller  picture  was  hung  upon  the  main  picture ;  and  both  of 
them  were  by  Nikias  ?  This  is  clearly  what  Hardouin  understands. 
How  else  are  two  pictures  of  Nikias  to  be  found,  since  one  is  expiessly 
ascribed  to  Philochares  ?  "  Inscripsit  Nicias  igitur  gemmae  huic  tabula 
suum  nomen  in  hunc  modum  :  O  NIKIA2  ENEKAT2EN  :  atque  adeo  e 
tribus  operibu*,  qua  absolute  fuisse  inscripta,  LLLE  FtciT,  indicant 
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neither  of  these  three  pieces  is  attributed,  and  who  yet 
uses  a  perfect  tense  in  the  inscription  on  his  work,  does 
not  belong  to  these  ancient  artists.  He  cannot  be  a  con- 
temporary of  Apelles  or  Lysippus,  but  must  be  placed  at 
a  later  period. 

In  short,  I  believe  it  may  be  admitted  as  a  very  trust- 
worthy criterion  that  all  artists  who  have  made  use  of  the 
flourished  long  after  the  time  of  Alexander  the 


PrsBfatio  ad  Titum,  duo  haec  aunt  Nicise."  I  would  ask  Hardouin  :  Sup- 
posing Nikins  had  actually  used  the  imperfect,  and  not  the  aoribt,  and 
Pliny  had  only  wished  to  remark  that  the  artist  had  employed  tjKatftv 
instead  of  ypd<f>en>,  would  not  the  idiom  of  his  language  still  have  com- 
pelled him  to  say,  Nicias  scripsit  se  inussissel  But  I  will  not  insist 
upon  this  :  it  may  really  have  been  Pliny's  intention  to  record  here  one 
of  the  works  in  question.  But  who  would  be  convinced  about  the  two 
pictures,  one  of  which  hung  over  the  other?  I,  at  least,  never  could. 
The  words  "oujns  supra  caput  tabula  bigse  dependet"  must  therefore 
be  corrupt.  Tabula  Ingse,  "  A  painting  of  a  two-horse  chariot,"  does  not 
sound  like  Pliny's  Latin,  even  allowing  that  he  uses  bigse  elsewhere  in 
the  singular.  And  what  kind  of  two-horse  chariot  was  it  likely  to  be? 
Perhaps  it  was  of  the  kind  used  in  the  Nemean  games,  and  thus  the 
less  picture  would,  in  respect  to  its  subject,  be  connected  with  the  prin- 
cipal one.  But  this  supposition  will  not  ttand ;  for  four-horse  chariots, 
not  two,  were  commonly  used  at  the  Nemean  games  (Schmidius  in  Prol. 
ad  Nemeonicas,  p.  2).  It  once  occurred  to  me  that  Pliny  might  have 
written  the  Greek  word  irrvxiov  instead  of  bigse,  and  that  the  tran- 
scribers did  not  understand  it.  For  we  know,  from  a  passage  in  An- 
tigones  Carystius,  quoted  by  Zeuobius  (conf.  Gronovius  t.  ix.  Antiquit. 
GriBC.  Preef.  p.  7),  that  the  ancient  artibts  did  not  always  inscribe  their 
names  upon  the  works  themselves,  but  sometimes  upon  a  tablet  affixed 
to  the  picture  or  statue.  Such  a  tablet  was  called  TTTV-^IOV.  This  Greek 
word  was  perhaps  explained  by  the  gloss  tabula,  tabella ;  and  tabu!  a 
thus  came  to  be  inserted  in  the  text.  Bigse  arose  out  of  irrvx'^ov,  and 
thus  the  reading  tabula  bigse  may  be  accounted  for.  Nothing  can  agree 
better  with  what  follows  than  mvxiov,  for  the  subsequent  sentence  con- 
tains what  was  inscribed  upon  it.  The  whole  passage  would  stand  thus : 
"  cujus  supra  caput  im/x^r  dependet,  quo  Nicias  scripsit  se  inussisse." 
Still  I  acknowledge  that  this  correction  is  a  little  bold.  But  we  are  not 
obliged  to  propose  a  correction  for  every  passage  that  we  can  prove  to 
be  corrupt.  I  am  contented  with  having  performed  the  latter  task,  and 
leave  the  former  to  an  abler  hand.  But  to  return  to  the  point  in  ques- 
tion. If  Pliny  thus  speaks  of  only  one  painting  of  Nikias  upon  wl  ich 
the  inscription  was  in  the  aorist,  and  the  second  of  this  kind  is  that  of 
Lysippus  mentioned  above,  which  then  is  the  third?  I  know  not.  If  I 
had  to  look  for  it  in  any  other  author  than  Fiiny,  I  should  feel  no 
difficulty.  It  ought,  however,  to  be  found  in  Pliny,  and  there,  I  repeat, 
it  id  not. 
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Great,  shortly  before  or  under  the  Caesars.  Of  Kleomenes 
it  is  indisputable ;  of  Archelaus  it  is  in  the  highest  degree 
probable ;  and  of  Salpion  the  contrary  at  any  rate  cannot 
in  any  way  be  proved.  The  same  may  be  said  of  the 
rest,  without  excepting  Athenodorus. 

Hen-  AYinckelrnann  himself  may  act  as  judge  in  this 
question,  but  I  protest  in  anticipation  against  the  con- 
verse position.  If  all  the  artists  who  have  made  use  of 
cTTot'^o-e  belonged  to  a  late  period,  it  does  not  follow  that 
all  who  used  cVotet  belonged  to  an  early  one.  Even  among 
the  later  artists  there  may  have  been  some  who  really  felt 
this  modesty  so  becoming  to  a  great  man,  and  others  who 
affected  to  feel  it. 


CHAPTER  XXVIII. 

NEXT  to  the  Laokoon  I  was  most  curious  to  see  "what 
Herr  AVinckelmann  would  say  of  the  so-called  Borghese 
gladiator.  I  believe  that  I  have  made  a  discovery  about 
this  statue,  to  which  I  attach  all  the  importance  that  can 
be  attributed  to  such  discoveries. 

I  was  afraid  that  Herr  Winckelmann  might  have  anti- 
cipated me.  I  do  not,  however,  find  any  intimation  of 
it  in  his  work ;  and  if  anything  could  render  me  dis- 
trustful of  the  correctness  of  my  conjectures,  it  would  be 
the  fact  that  my  fears  are  not  realized. 

"  Some,"  says  Herr  Winckelmann,1  "  take  this  to  be  the 
statue  of  a  discobolus,  i.e.  of  one  who  is  throwing  a  discus 
or  round  plate  of  metal ;  and  this  was  the  opinion  expressed 
by  the  celebrated  Herr  von  Stosch  in  a  letter  to  me,  but 
formed,  I  think,  without  sufficient  consideration  of  the 
attitude  in  which  such  a  figure  would  stand.  For  a  man 
who  is  just  going  to  throw  draws  his  body  backwards,  and 
at  the  moment  of  the  act  lets  the  whole  of  his  weight  fall 
upon  his  right  leg,  while  the  left  remains  idle ;  but  here 
it  is  just  the  reverse  ;  the  whole  frame  is  thrown  forwards 
and  leans  upon  the  left  leg,  whilst  the  right  is  extended 
backwards  as  far  as  it  can  bo.  The  right  arm  is  new,  and 

1  Gesch.  der  K  unfit,  vol.  ii  p  394. 
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a  piece  of  a  lance  has  been  placed  in  its  hand;  on  the  left 
arm  may  be  seen  the  strap  of  the  shield  which  he  bore. 
If  one  observes  that  the  head  and  the  eyes  are  directed 
upwards,  and  that  the  figure  appears  to  be  guarding  with 
the  shield  against  something  which  threatens  it  from 
above,  this  statue  may  be  regarded  with  more  justice  as 
representing  a  soldier  who  had  especially  distinguished 
himself  in  a  situation  of  danger,  for  it  is  to  be  presumed 
that  among  the  Greeks  a  statue  was  never  erected  in 
honour  of  a  gladiator  at  the  public  shows ;  and,  besides, 
this  work  seems  older  than  the  introduction  of  such 
spectacles  into  Greece." 

No  decision  can  be  juster.  This  statue  is  no  more  that 
of  a  gladiator  than  of  a  discobolus ;  it  really  represents  a 
warrior  who  in  such  a  posture  distinguished  himself  at 
some  perilous  crisis.  But  since  Herr  Winckelmann  divined 
this  so  happily,  how  came  he  to  stop  short  there  ?  How 
was  it  that  the  warrior  did  not  occur  to  his  mind  who,  in 
precisely  this  posture,  averted  the  overthrow  of  an  entii-e 
army,  and  to  whom  his  grateful  country  had  a  statue 
erected  in  precisely  the  same  attitude  ? 

In  a  word,  the  statue  is  Chabrias. 

This  is  proved  by  the  following  passage  from  Nepos,  in 
the  Life  of  this  general  :2  "  Hie  quoque  in  summis  habitus 
estducibus;  resque  multas  memoria  dignas  gessit.  Seel 
ex  his  elucet  maxime,  inventum  ejus  in  proslio,  quod  apud 
Thebas  fecit  quum  Boeotiis  subsidio  venisset.  Namque 
in  eo  victoriaj  fidente  summo  duce  Agesilao,  fugatis  jam 
ab  eo  conductitiis  catervis,  reliquam  phalan gem  loco  vetuit 
cedere,  obnixoque  genu  scuto,  projectaque  hasta  iinpeturn. 
excipere  hostium  docuit.  Id  novum  Agesilaus  contuens, 
progredi  non  est  ausus,  suosque  jam  incurrentes  tuba  re- 
vocavit.  Hoc  usque  eo  tota  Grrecia  fama  eel ebra turn  est, 
nfc  illo  statu  Chabrias  sibi  statuam  fieri  voluerit  qnze  pub- 
lice  ei  ab  Atheniensibus  in  foro  constituta  est.  Ex  quo 
factum  est,  ut  postea  athletae,  ceterique  artifices  his  stati- 
bns  in  statuis  ponendis  uterentur,  in  quibus  victoriam 
essent  adepti." 

I  know  tha  reader  will  pause  an   instant  before  he 

8  Cap.  i. 
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bestows  his  assent,  but  I  hope  it  will  only  be  for  an 
instant.  The  attitude  of  Chabrias  does  not  appear  to 
have  been  precisely  the  same  as  that  of  the  Borghese 
statue.  The  lance  thrown  forward  ("  projecta  hasta  ")  is 
common  to  both ;  but  commentators  explain  "  obnixo 
genu  scuto  "  by  "  obnixo  in  scutum  " — "  obfirmato  genu 
ad  scutum  " ;  Chabrias  showed  his  men  how  they  should 
lean  with  their  knees  against  their  shields,  and  behind 
them  await  the  enemy ;  the  statue,  on  the  contrary,  raises 
its  shield  on  high.  But  how  if  the  commentators  were 
wrong  ?  Is  it  not  possible  that  the  words  "  obnixo  genu 
scuto"  ought  not  to  be  connected,  but  that  "obnixo  genu" 
and  "  scuto  "  should  be  taken  separately,  or  the  last  read 
with  the  following  words,  "  projectaque  hasta  "  ?  If  we 
only  insert  a  single  comma,  the  correspondence  between 
the  statue  and  description  is  complete.  The  statue  is  that 
of  a  soldier,  "  qui  obnixo  genu,3  scuto  projectaque  hasta 
iinpetuni  hostis  excipit."  It  represents  Chabrias's  action, 
and  is  the  statue  of  Chabrias.  That  the  comma  is  really 
wanting  is  proved  by  the  que  affixed  to  the  projecta,  which 
would  be  superfluous  if  "  obnixo  genu  scuto  "  were  con- 
nected ;  and,  in  fact,  some  editions  have  omitted  it  on 
that  account. 

The  form  of  the  characters  in  the  artist's  inscription 
upon  the  statue  coincides  exactly  with  the  great  antiquity 
which,  under  this  supposition,  must  be  accorded  to  the 
statue  ;  and  Herr  Winckelmann  has  himself  inferred  from 
them  that  it  is  the  most  ancient  of  the  statues  now  in 
Rome  on  which  the  masters  have  recorded  their  names. 
I  leave  it  to  his  acute  glance  to  determine  whether  he 
observes  anything  in  its  style  which  is  in  conflict  with 
my  opinion.  Should  he  honour  my  suggestion  with  his 

•  Similarly  Statius  uses  obnixa  pectora  (Tlicbaid.  lib.  vi.  8G3)  :— 

M .    .    .    rutnpunt  obnixa  furentes 
Pectora," 

which  the  old  commentator  of  Barth  explains  by  "  summa  vi  contra 
niteatia."  Ovid  also  (Halieut.  ii.)  uses  obnixa  fronte,  when  speaking 
of  the  "  scarua  "  endeavouring  to  force  its  way  through  the  fish-trap,  uo1 
with  its  head,  but  with  its  tail. 

«*  Non  audet  radiis  obnixa  occurrere  fronte." 

G  2 
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approval,  I  shall  flatter  myself  that  I  have  produced  a 
better  instance  of  how  happily  the  classical  authors  may 
be  illustrated  by  the  ancient  works  of  art,  and  the  lattei 
in  their  turn  by  the  former,  than  can  be  found  in  the 
whole  of  Spence's  folio. 


CHAPTER  XXIX. 

WITH  all  the  boundless  reading  and  most  extensive  and 
minute  knowledge  of  art  which  Herr  Winckelmann  has 
applied  to  his  task,  he  has  worked  in  the  noble  confidence 
of  the  ancient  artists  who  expended  all  their  industry 
upon  the  main  object,  and  either  executed  the  parts  of  less 
importance  with,  as  it  were,  intentional  negligence,  or 
left  them  altogether  to  the  hands  of  any  chance  artist. 

It  is  no  small  merit  to  have  only  fallen  into  faults  that 
any  one  might  have  avoided ;  faults  which  are  seen  at  the 
first  cursory  reading,  and  which  if  I  notice  at  all  it  is 
only  with  the  object  of  reminding  certain  people  who 
think  that  they  alone  have  eyes  that  they  are  not  worth 
remarking. 

Already  in  his  writings  upon  the  imitation  of  Grecian 
works  of  art  Herr  Winckelmann  has  been  several  times 
misled  by  Junius.  Junius  is  a  Very  insidious  author.  Hia 
whole  work  is  a  cento,  and  while  he  always  uses  the 
words  of  the  ancients  he  not  unfrequently  applies  passages 
to  painting  which  bear  reference  to  anything  rather  than 
painting  in  their  original  context.  When,  e.g.,  Herr 
Winckelmann  desires  to  teach  us  that  perfection  can  no 
more  be  reached  by  the  mere  imitation  of  nature  in  art 
than  it  can  in  poetry,  and  that  the  painter  as  well  as  poet 
must  prefer  the  impossible,  which  is  probable,  to  the 
merely  possible,  he  adds,  "  the  possibility  and  truth  which 
Longinus  requires  of  a  painter,  as  opposed  to  the  in- 
c-rediblo.  in  poetry,  is  perfectly  consistent  with  it."  But 
this  addition  had  much  better  have  been  omitted,  for  it  ex- 
hibits a  seeming  contradiction  in  the  two  greatest  critics 
on  art  which  is  altogether  without  foundation.  It  is  rot 
true  that  Longinus  ever  said  anything  of  the  kind.  He 
makes  a  somewhat  similar  remark  upon  eloquence  and 
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the  art  of  poetry,  but  in  no  way  upon  poetry  and  painting. 
'tis  8'  erepdv  TI  17  pr/TopiKr]  <fra.VTa.crLa  /Joi'Xerat,  /cat  tYepov  rj  Trapa 
/ron/Tats,  OVK  av  Xaftn  ere,  he  writes  to  his  friend  Terentian ; l 
ouS'  on  TTJS  /xev  Iv  Trot^cra  re'Aos  COTIV  eWA/^is,  r!}s  8'  eV  Xdyots 
erapyeta.  And  again,  Ou  /AT)V  dXXa  ra  /lev  Trapa  rots 

fJt,V0LKWTCpa.V    £^£t    T^V    VTTepeKTTTUXnV,    KOi    TTCLVTrj    TO  TTLCTTOV 

atpovtrav  TT}S  8e  pijTOptK^s  (^avTacrtas,  KaAXtcrTOv  act  TO 
Kat  evaX?j^es.  Only  Junius  substitutes  painting  for  oratory ; 
and  it  was  in  him,  and  not  in  Longinus,  that  Herr  Winckel- 
rnann  read,2  "  Pra3sertim  cum  poeticae  phantasiae  finis  sit 
eKTrX^f  t?,  pictoriae  vero,  ei/apyet'a,  Kai  ra  /xev  Trapa  TOIS  Trotiyrai?, 
ut  loquitur  idem  Longinus,"  &c.  True,  they  are  Lon- 
ginus's  words,  but  riot  Longinus's  meaning. 

The  same  must  have  been  the  case  with  the  following 
observation :  "  All  actions,"  he  says,3  "  and  attitudes  of 
Greek  figures  which  are  not  marked  by  the  character  of 
wisdom,  but  are  too  vehement  and  wild,  fell  into  a  fault, 
which  the  ancient  artists  called  parentliyrsus"  The 
ancient  artists  ?  That  can  only  be  proved  out  of  Junius, 
for  parenthyrsus  was  a  technical  term  in  rhetoric,  and 
perhaps,  as  the  passage  in  Longinus  appears  to  intimate, 
used  only  by  Theodorus.  TOVTO>  Trapa/cetrat  TpLrov  TI  Ka/a'as 
ei8os  ev  rots  TraOrjTiKol1;,  oVep  6  ©eoSwpos  irapevOvpcrov  e/caXei* 
«rri  8e  7ra$os  aKaipov  KOLL  Ktvov,  evOa  p,?j  Set  Tra^ovs*  rj  a/j.erpov 
tvOa  fierptov  8et.4  I  even  doubt  whether  generally  this 
word  can  be  transferred  to  painting.  For  in  eloquence 
and  poetry  there  is  a  pathos  which  may  be  carried  to  its 
extreme  point  without  becoming  parenthyrsus.  It  is  only 
the  deepest  pathos  out  of  place  that  is  parenthyrsus.  But 
in  the  painting  extreme  pathos  would  always  be  paren- 
thyrsus, even  if  it  can  be  perfectly  justified  by  the  circum- 
stances of  the  person  who  expresses  it. 

According   to    all    appearance,   therefore,   the   varior_ 
inaccuracies  in  the  History  of  Art  have  arisen  merely  from. 
Herr   Winckelmann  having   in   haste   consulted   Junius 
instead  of  the  originals.     For  instance,  when  he  is  proving 

1  irepl  "Yimous,  Tyufj,ua  i5'.     Edit.  T.  Fubri,  pp.  36-39. 

2  De  Pictura  Vet.  lib.  I.  cap.  iv,  p.  33. 

J  Von  clcr  Nachaluaung  der  Griech.  Werke,  &c.,  p.  23. 
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by  examples  that  among  the  Greeks  all  excellence  in  every 
art  and  craft  was  especially  valued,  and  that  the  best 
workman  even  in  the  most  trifling  matters  might  suc- 
ceed in  immortalizing  his  name,  he  quotes  among  others 
the  following  instance : 5  "  We  know  the  name  of  a 
maker  of  particularly  accurate  balances  or  pairs  of  scales : 
it  is  Parthenius."  Herr  Winckelinann  can  only  have 
read  the  words  of  Juvenal  to  which  he  is  here  referring, 
"  Lances  Parthenio  factus,"  in  the  list  of  Junius ;  for  if 
he  had  referred  to  Juvenal  himself  he  would  not  have 
been  misled  by  the  equivocal  meaning  of  the  word  "  lanx," 
but  would  have  seen  at  once  from  the  context  that  the 
poet  was  speaking,  not  of  balances  and  scales,  but  of 
plates  and  dishes.  Juvenal  is  praising  Catullus  because 
in  a  perilous  storm  at  sea  he  had  done  as  the  beaver  does 
who  mutilates  himself  to  save  his  life,6  and  had  thrown 
all  his  most  valuable  baggage  overboard,  in  order  that  he 
and  the  ship  might  not  go  down  together.  These  valu- 
ables he  describes,  and  amongst  other  things  says — 

"  Ille  nee  argentum  dubitabat  mittere,  lances 
Parthenio  factas,  urnaj  cratera  capacem 
Et  dignum  sitiente  Pholo,  vel  conjuge  Tusci. 
Adde  et  bascaudas  et  inille  escaria,  multum 
Caelati,  biberet  quo  callidus  emptor  Olynthi." 

What  can  lances  mean  here,  joined  as  it  is  with  goblets 
and  kettles,  but  "  plates  and  dishes  "  ?  and  all  Juvenal 
intends  to  say  is  that  Catullus  threw  overboard  his  whole 
service  of  plate,  among  which  were  some  embossed  dishes 
of  the  workmanship  of  Parthenius.  "  Parthenius  casla- 
toris  nomen,"  says  an  old  scholiast.  But  when  Graugaius 
in  his  commentary  adds  to  this  name  "  sculptor,  de  quo 
Plinius,"  he  must  have  written  at  haphazard,  for  Pliny 
does  not  mention  any  artist  of  this  name. 

"  Even,"  continues  Herr  Winckelinann,  "  the  name  of 
the  saddler,  as  we  should  call  him,  who  made  Ajax's 
leather  shield  has  been  preserved."  But  he  cannot  have 
derived  this  statement  from  the  authority  to  which  he 

•  Gesch.  der  Kunst,  i.  p.  136. 

•  [See  Pliuy,  Nat.  Uist.  viii.  47.— En.] 
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refers  his  reader,  viz.  from  Herodotus's  Life  of  Homer. 
Certainly  the  lines  of  the  Iliad  are  there  quoted  in  which 
the  poet  applies  the  name  of  Tychios  to  this  worker  in 
leather  ;  but  it  is  expressly  stated  that  properly  a  leather- 
worker  of  Homer's  acquaintance  was  so  called,  whose 
name  was  inserted  as  a  proof  of  friendship  and  grati- 
tude.7 


a7reS<i)K€  Sc  X(*PiV  KC"  ^VX1V  T(?  ""Kurd"  6s  eSe^aro  O.VTOV 
ev  T<3  New  Tercet,  irpotreXOovTa.  Trpos  TO  CTKvretbv,  cv  TOIS 
£7T€<rt,  KaTa£ev£as  ev  rrj  'IXiaSt  TOIS  8«: 


atas  8'  lyyvOev  TjXde  (frepwv  era/cos  fjvre 
XaA.K«ov  £7rra/3o£iov     o  ot  Tunics  /ca/ 
5/cuTOTO/xcov  o^'  apioros,  "VAy   evt  otKt'a  vaiouv. 

The  position,  therefore,  is  exactly  opposite  to  that  which 
Herr  AYmcfcelinann  intended  to  maintain.  The  name  of 
the  saddler  who  made  Ajax's  shield  was  in  Homer's  time 
already  so  entirely  forgotten  that  the  poet  was  free  to 
substitute  a  completely  strange  name  in  its  stead. 

Various  other  trifling  faults  are  mere  errors  of  memory, 
or  refer  to  subjects  which  he  only  introduces  cursorily  as 
illustrations,  e.g.  — 

It  was  Hercules,  and  not  Bacchus,  of  whom  Parrhasius 
boasted  that  he  appeared  to  him  in  a  vision  in  the  same 
form  in  which  he  painted  him.8 

Tauriscus  was  not  a  native  of  Ehodes,  but  of  Tralles  in 
Lydia.9 

The  Antigone  was  not  the  first  of  Sophokles's 
tragedies.10 

1  Herod,  de  Vita  Homeri.    Edit.  Wessel,  p.  756.     [v.  R  vii.  219.] 

8  Gesch.  der  Kunst,  vol.  L  p.  176.  Plinius,  Lb.  xxxv.  sect.  36.  Athen- 
»us,  lib.  xii.  p.  543. 

•  Gesch.  der  Kunst,  vol.  ii.  p.  353.  Plinius,  lib.  xxxvL  4,  10.  [Taur- 
isci,  non  cselatoris  illius,  sed  Tralliani."] 

10  Gesch.  der  Kunst,  ii.  p.  328.  "  The  Antigone,  his  first  tragedy, 
was  acted  in  the  third  year  of  the  seventy-seventh  Olympiad."  The 
date  is  about  correct,  but  it  is  quite  incorrect  that  the  Antigone  waa 
his  first  tragedy.  Samuel  Petit,  whom  Herr  Winckelmann  quotes  in  a 
note,  is  far  from  making  this  statement,  but  expressly  places  the  An- 
tigone in  the  third  year  of  the  eighty-fourth  Olympiad.  SophokleB,  in 
the  following  year,  accompanied  Periklea  to  Samoa  ;  and  the  date  of  thia 
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But  I  refrain  from  multiplying  such  trifles.    For  cen- 
soriousness  it  could  not  be  taken ;  but  whoever  knows  my 


expedition  can  be  fixed  accurately.  T  show  in  my  Life  of  Sophokles,  by 
a  comparison  of  a  passage  of  the  elder  Pliny,  that  the  first  tragedy  of 
this  poet  was,  in  all  probability,  the  Triptolemus.  Pliny  is  speaking 
(lib.  xviii.  sec.  12)  of  the  different  qualities  of  corn  in  different  coun- 
tries; and  concludes:  "Hsc  fuere  seutentise,  Alexandro  Magno  regnante, 
cum  clarissima  fuit  Qraecia,  atque  hi  toto  terrarum  orbe  i*)tentissima ; 
ita  tarnen  ut  ante  mortem  ejus  annis  fere  OXLV.  Sophocles  poeta  in 
fabula  Triptolemo  frumeiitum  Italicum  ante  cuncta  laudaverit,  ad  ver- 
1'um  translata  sententia  : — 

Et  fortunatam  Italiam  frumento  canere  caudido." 
It  is  true  that  tlie  first  tragedy  of  Sop'iokles  is  not  expressly  spoken  of 
here ;  but  it  proves  that  its  date,  which  Plutarch  and  tie  Scholiast  aud 
the  Arundel  marbles  all  agree  in  placing  in  the  seventy-seventh  Olym- 
piad, coincides  so  closely  with  the  jear  which  Piiny  assigns  to  tho 
Triptolemus,  that  this  last  must  be  allowed  to  have  been  the  fir^t 
tragedy  of  Sophokles.  The  calculation  is  fairly  made  out.  Alexander 
died  in  the  hundred  and  fourteenth  Olympiad;  a  hundred  and  forty-five 
years  are  equivalent  to  thirty-six  Olympiads  and  a  year;  if  this  number 
be  subtracted  from  the  total,  there  remain  seventy-seven.  Sophokles's 
Tripolemus  therefore  was  published  in  the  seventy-seventh  Olympiad  ; 
in  the  same  Olympiad,  and  even,  as  I  prove,  in  the  last  year  of  it,  his 
first  tragedy  was  acted.  The  conclusion  is  obvious :  they  were  one  and 
the  same  tragedy.  I  prove,  at  the  same  time,  therefore,  that  Petit  might 
have  spared  himself  the  trouble  of  writing  the  whole  lialf  of  the  chapter 
in  his  Miscellanea  (lib.  iii.  cap.  xviii.)  which  Wiuckelmann  h;is  quoted. 
It  is  unnecessary  in  tho  p.issnge  in  Pliny  which  he  there  wishes  to 
amend  to  change  the  name  of  the  arc!  ion  Apliesion  into  Demotion,  or 
avtyios.  He  had  only  to  pass  from  the  third  year  of  tho  seventy-seventh 
Olympiad  into  the  fourth,  and  he  would  have  found  that  the  archon 
of  this  year  is  as  often,  if  not  oftcuer,  called  Aphesiou  by  ancient 
authors,  as  he  is  Phaedou.  He  is  called  Phaodou  by  Diodorus  Siculus, 
Diouysius  Halicarnasseus,  and  by  tho  anonymous  author  of  the  table 
of  the  Olympiads.  He  is  called  Aphesiou,  on  the  other  hand,  on  tho 
Aruudel  marbles,  by  A  poUodoru.s,  and  by  Diogenes  Laertius,  who  is 
quoting  this  latter.  Plutarch  speaks  of  him  under  bjth  names  :  in  tho 
Life  of  Theseus,  Pluedon  ;  in  that  of  Cimon,  Aphcsion.  Tho  conjecture 
of  Pahncrius  is  therefore  rendered  probable: "  Aphesionem  et  Phsedoneni 
Archontas  fuisse  eponym  s ;  scili-x-t,  uno  in  magistratu  mortuo,  suffectua 
fuit  alter"  (Exercit.  p.  452).  llcrr  Winckehnann,  as  I  opi>ortuuely 
recolluct,  has  allowed  another  error  concerning  Sophokles  to  creep  into 
his  first  work  on  the  Imitation  of  Grecian  Works  of  Art  (p.  8).  "  The 
inost  beautiful  young  people  danced  unclad  upon  the  stage,  aud  Sopho- 
kles, the  great  Sophoklcs,  was,  in  hU  youth,  the  first  who  exhibited  this 
spectacle  to  his  fellow-citizens."  Siiphoklos  never  danced  unclad  upon 
the  stage.  lie  did  dance  around  the  trophies  after  the  victory  of  Sahv 
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high  esteem  for  Herr  Winckelmann  might  consider  it 
krokylegmu8.u 

mis.  According  to  some  authors,  he  was  naked  when  he  did  so ;  but 
according  to  others,  he  was  clothed  (Atlu  n.  lib.  i.  p.  m.  20).  Sophoklea 
was,  in  fact,  one  of  the  boys  who  were  carried  over  to  Salamis  for 
security ;  and  it  was  upou  this  island  that  it  was  the  pleasure  of  tho 
tragic  muse  to  assemble  her  three  favourites  in  a  typical  gradation. 
The  bold  ^scliylus  contributed  to  the  victory;  the  young  Sophoklca 
danced  around  the  trophies ;  and  Euripides  was  born  upon  that  same 
fortunate  isle  on  the  very  day  of  the  victory. 

u  [xpoKuAeyyurfj,  dealing  in  trifles,  a  word  found  in  Hesychius. — ED.] 


HOW  THE  ANCIENTS  REPRESENTED 
DEATH. 


NOTE. 


THE  indisputable  fact  that  nearly  all  Lessing'e  works  owe 
thoir  existence  to  some  personal  impetus  has  gained  him 
the  undesirable  reputation  of  being  a  kind  of  philosophical 
Ishmaelite.  But  this  is  not  absolutely  the  case.  Lessing 
did  not  attack  his  contemporaries  for  the  pure  pleasure  of 
aggression,  but  because  as  Heine  so  well  expresses  it  "  he 
was  the  living  critique  of  his  period."  Polemics  were 
his  delight  in  so  far  as  he  hoped  to  rectify  what  was 
erroneous  and  hence  when  he  saw  himself  or  others 
unjustly  attacked,  he  at  once  flew  to  his  pen.  But  it 
was  not  fighting  for  fighting's  sake,  but  for  the  sake  of 
what  he  held  to  be  the  truth.  After  the  publication  of  the 
*  Laokoon,'  a  certain  Elotz,  Professor  of  the  University  of 
Halle,  published  a  very  unwarrantable  attack  upon  its 
accuracy  and  scholarship,  and  among  other  matters,  he 
accused  Lessing  of  having  been  guilty  of  "  an  unpardon- 
able fault."  Such  an  accusation  from  such  a  quarter 
highly  exasperated  Lessing,  who  was  moreover  in  an 
irritable  state  at  the  time,  owing  to  the  failure  of  his 
scheme  with  the  Hamburg  theatre.  This  induced  him 
to  write  his  '  Antiquarian  Letters,'  which  were  true 
polemics,  but  it  also  led  him  to  write  his  little  essay 
4  How  the  Ancients  represented  Death,'  which  he  was 
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very  desirous  should  not  be  confounded  with  the  circum- 
stances that  gave  it  birth,  though  it  had  also  been 
prompted  by  a  remark  of  Klotz's.  Klotz  had  averred,  in 
reply  to  Lessing's  assertion  in  a  note  of  the  '  Laokoon ' 
that  the  ancients  never  represented  death  as  a  skeleton, 
that  they  constantly  thus  represented  it  and  referred  to 
figures  of  skeletons  found  on  gems  and  reliefs.  Klotz  had 
here  confounded  two  distinct  ideas,  and  Lessing,  attracted 
by  the  theme,  wrote  this  short  essay  to  prove  his  theory. 
The  result  was  that  his  idea  of  the  genius  with  a  reversed 
torch  as  a  personification  of  death  was  eagerly  accepted  by 
his  contemporaries,  who  were  glad  to  banish  the  grinning 
skeleton  of  Christian  and  mediaeval  art.  Goethe  in 
'  Wahrheit  und  Dichtung  '  expresses  the  joy  with  which 
the  essay  was  greeted.  A  few  archaeologists  differed  from 
Lessing  in  his  interpretation  of  Pausanias,  concerning  the 
crossing  of  the  feet,  among  them  Heyne  suggested  that 
"  bent  outwardly  "  may  be  intended  in  lieu  of  "  crossed," 
but  agreed  with  Lessing  that  "crooked"  could  never 
have  been  meant.  Such  philological  niceties  do  not 
detract  from  the  excellence  of  the  whole,  and  this  little 
investigation  has  become  a  classic  among  Lessing's 
works,  praised  even  by  Goeze  in  the  very  midst  of  their 
bitter  feud. 


HOW  THE  ANCIENTS  REPRESENTED 
DEATH. 


Part  of  a  SARCOPHAGUS.    (From  Bellori,  see  p.  183.) 
"  Xullique  ea  tristis  imago." ' — STATICS. 

PKEFACB. 


I  SHOULD  "be  sorry  if  this  disquisition  were  to  be^  estimated 
according  to  the  circumstance  that  gave  it  occasion.  This 
is  so  despicable,  that  only  the  manner  in  which  I  have 
used  it  can  excuse  me  for  having  used  it  at  all. 

1  Theb.  10, 105 :  "  And  to  none  does  this  shape  seem  sorrowful " 
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Not  indeed  that  I  do  not  consider  our  present  public  to 
he  too  delicately  averse  to  all  that  is  called  polemics, 
or  resembles  it.  It  seems  as  though  it  wished  to  forget 
that  it  owes  the  elucidation  of  many  an  important  point 
to  mere  conti'adiction,  and  that  mankind  would  be  of  one 
mind  on  no  subject  in  the  world  if  they  had  as  yet  never 
wrangled  about  anything. 

"  Wrangled,"  for  so  politeness  names  all  discussion. 
Wrangling  has  become  something  so  unmannerly  that  we 
must  be  less  ashamed  of  hatred  and  calumny  than  of 
controversy. 

If  however  the  greater  part  of  the  public,  which  will  not 
hear  of  controversial  writings,  consisted  of  authors,  then  it 
might  perhaps  be  something  else  than  mere  politeness  that 
was  intolerant  of  a  polemical  tone.  It  is  so  displeasing  to 
egotism  and  self-conceit  I  It  is  so  dangerous  to  the  sur- 
reptitious reputation ! 

And  truth,  they  say,  so  rarely  gains  thereby. — So 
rarely  ?  Granted  that  as  yet  truth  has  been  established 
through  no  contest;  yet  nevertheless  truth  has  gained  by 
every  controversy.  Controversies  have  stimulated  the 
spirit  of  investigation,  have  kept  prejudice  and  authority 
in  constant  convulsion;  in  brief,  have  hindered  gilded 
untruth  from  taking  root  in  the  place  of  truth. 

Neither  can  I  share  the  opinion  that  controversies  are 
only  demanded  by  the  most  important  truths.  Importance 
is  a  relative  idea,  and  what  is  very  unimportant  in  one 
respect  may  become  very  important  in  another.  As  a  con- 
stituent of  our  cognition  one  truth  is  therefore  as  important 
as  another ;  and  whoever  is  indiiferent  in  the  most  trifling 
matter  to  truth  and  untruth,  will  never  persuade  me  that 
he  loves  truth  merely  for  the  sake  of  truth. 

I  will  not  impose  my  way  of  thinking  concerning  this 
matter  on  any  one.  But  I  may  at  least  beg  him  who 
differs  from  me  most  widely,  if  he  intends  to  speak  publicly 
of  this  investigation,  to  forget  that  it  is  aimed  at  any  one. 
Let  him  enter  upon  the  subject  and  keep  silence  concern- 
ing the  personages.  To  which  of  these  the  art  critic  is 
most  inclined,  which  he  holds  in  general  to  be  the  best 
writer,  nobody  demands  to  know  from  him.  All  that  ia 
desired  to  learn  from  him  is  this,  whether  he,  on  his  part, 
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has  aught  to  place  in  the  scale  of  the  one  or  the  other 
•which  in  the  present  instance  would  turn,  or  further 
weight  the  scales.  Only  such  extra  weight,  frankly 
accorded,  makes  him  that  which  he  wishes  to  be ;  but  ho 
must  not  fancy  that  his  mere  bold  enunciation  would  bo 
such  an  extra  weight.  If  he  be  the  man  who  overtops 
us  both,  let  him  seize  the  opportunity  to  instruct  us 
both. 

Of  the  irregularity  which  he  will  soon  perceive  in 
my  work,  he  may  say  what  likes  him  best.  If  only  he 
does  not  let  the  subject  be  prejudiced  thereby.  I  might 
certainly  have  set  to  work  more  systematically;  I  might 
have  placed  my  reasons  in  a  more  advantageous  light ;  I 
might  still  have  used  this  or  that  rare  or  precious  book ; 
indeed  what  might  I  not  have  done ! 

It  is  moreover  only  on  long-known  monuments  of 
ancient  art  on  which  I  have  been  enabled  to  lay  the 
foundations  of  my  investigation.  Treasures  of  this^kind 
are  daily  brought  to  light,  and  I  myself  should  wish  to  be 
among  those  who  can  first  satiate  their  thirst  for  know- 
ledge. But  it  would  be  singular  if  only  he  should  be 
deemed  rich  who  possesses  the  most  newly  minted  money. 
It  is  rather  the  part  of  prudence  not  to  have  too  much  to 
do  with  this  before  its  true  value  has  been  established 
beyond  question. 

The  antiquarian  who,  to  prove  a  new  assertion,  refers  us 
to  an  ancient  work  of  art  that  only  he  knows,  that  he  has 
first  discovered,  may  be  a  very  honest  man,  and  it  would 
be  sad  for  research  if  this  were  not  the  case  with  seven- 
eighths  of  the  confraternity.  But  he,  who  grounds  his 
assertion  only  on  that  which  a  Boissard  or  Pighius  has 
seen  a  hundred  or  more  years  before  him,  can  positively 
be  no  cheat,  and  to  discover  something  new  in  the  old,  is 
at  least  as  laudable,  as  to  confirm  the  old  through  the 
new, 
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GEM.    (From  Licetus,  see  p.  200.) 
THE   CAUSE. 

HERE  KLOTZ  always  thinks  lie  is  at  my  heels.  But 
always  when  I  turn  to  look  after  him  at  his  call,  I  see 
him  wandering  in  a  cloud  of  dust,  quite  at  one  side  on  a 
road  that  I  have  never  trodden.  "  Herr  Lessing,"  so  runs 
his  latest  call  of  this  nature,1  "  will  permit  me  to  assign  to 
his  assertion  that  the  ancient  artists  did  not  represent  death 
as  a  skeleton  ('  Laokoon,'  ch.  xi.  note,)  the  same  value  as  to 
his  two  other  propositions,  that  the  ancients  never  repre- 
sented a  fury,  or  a  hovering  figure  without  wings.  He 
cannot  even  persuade  himself  that  the  recumbent  bronze 
skeleton  which  rests  with  one  arm  on  a  cinerary  urn  in 
the  Ducal  Gallery  at  Florence,  is  a  real  antique.  Perhaps 
he  would  be  more  easily  persuaded,  if  he  looked  at  the 
engraved  gems  on  which  a  complete  skeleton  is  por- 
trayed (see  Buonarotti,  '  Oss.  sopr.  ale.  Vetri,'  t.  xxxviii.  3, 
and  Lippert's  '  Daktyliothek,'  2nd  1000,  n.  998).  In  the 
Museum  Florentinum  this  skeleton  to  which  an  old  man 

1  In  the  preface  to  the  second  part  of  Caylus's  treatises.  [For  the 
controverted  statements  in  '  Laokoon,' see  above,  pp.  15  note  and  51 
note  1,  65  note  3,  and  especially  73,  note  1.] 
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in  a  sitting  attitude  is  playing  something  on  the  flute  is 
likewise  to  be  seen  on  a  gem.  (See  '  Les  Satires  de  Perse, 
par  Sinner,'  p.  30.)  But  engraved  stones  belong  to 
allegory,  Herr  Lessing  will  say.  Well  then  I  refer  him 
to  the  metallic  skeleton  in  the  Kircherian  Museum  (see 
'  Ficoroni  Gemmas  antiq.  rarior.'  t.  viii.).  If  he  is  not  yet 
satisfied,  I  will  over  and  above  remind  him  that  Herr 
Winckelmann,  in  his  'Essay  on  Allegory,'  p.  81,  has 
already  taken  notice  of  two  ancient  marble  urns  in  Eome 
on  which  skeletons  stand.  If  my  numerous  examples  are 
not  tedious  to  Herr  Lessing,  I  will  still  add '  Sponii  Miscell. 
Antiq.  Erud.'  sect.  i.  art.  III.,  especially  No.  5.  And  since 
I  have  once  taken  the  liberty  to  note  some  things  against 
him,  I  must  refer  him  to  the  splendid  collection  of  painted 
vases  possessed  by  Mr.  Hamilton,  to  show  him  another 
fury  on  a  vase  (Collection  of  Etruscan,  Grecian,  and 
Eoman  antiquities  from  the  cabinet  of  the  Hon.  Wm. 
Hamilton,  No.  6)." 

It  is,  by  Heaven,  a  great  liberty,  forsooth,  to  contradict 
me !  And  whoever  contradicts  me  must  I  suppose  be  veiy 
careful  whether  he  is  tedious  to  me  or  no ! 

Unquestionably  a  contradiction  such  as  Herr  Klotz 
charges  me  with,  is  enough  at  any  rate,  to  put  the  coolest, 
calmest  man  out  of  temper.  If  I  say  "  it  is  not  yet  night," 
then  Herr  Klotz  says,  "  but  it  is  long  past  noon."  If  I 
say  "  seven  and  seven  do  not  make  fifteen,"  then  he  says, 
"  but  seven  and  eight  do  make  fifteen."  And  this  is  what 
he  calls  contradicting  me,  confuting  me,  convicting  me 
of  unpardonable  errors. 

I  beg  of  him  for  one  moment  to  have  rather  more 
recourse  to  his  understanding  than  to  his  memory. 

I  have  asserted  that  the  ancient  artists  did  not  repre- 
sent Death  as  a  skeleton,  and  I  assert  it  still.  But  is  to 
say  that  the  ancient  artists  did  not  represent  Death  as 
a  skeleton  the  same  thing  as  saying  that  they  never 
represented  a  skeleton  at  all?  Is  there  absolutely  no 
diiference  between  these  two  sentences,  so  that  he  who 
proves  the  one  must  needs  prove  the  other?  that  he  who 
denies  the  one  must  needs  deny  the  other? 

Here  is  an  engraved  gem,  arid  a  marble  urn,  and  there 
a  brazen  image;  all  are  undoubtedly  antique,  and  all 
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represent  a  skeleton.  Very  good.  AVho  does  not  know  this  ? 
AYho  can  help  knowing  this  if  there  is  nothing  amiss  with 
liis  fingers  and  eyes,  as  soon  as  he  wishes  to  know  it? 
Must  antique  works  of  art  be  always  construed  alle- 
gorically  ? 

These  antique  works  of  art  represent  skeletons  ;  but  do 
these  skeletons  represent  Death  ?  Must  a  skeleton  of  neces- 
eity  represent  Death,  the  personified  abstraction  of  Death, 
Ihe  deity  of  Death  ?  ^Vhy  should  not  a  skeleton  simply 
lepresent  a  skeleton?  "Why  not  even  something  else ? 


INQUIRY. 

HERE  KLOTZ'S  acumen  goes  far !  I  need  not  answer  him 
more,  but  yet  I  will  do  more  than  I  need.  Since  some 
other  scholars  more  or  less  share  Ilerr  Klotz's  perverse 
idea,  I  will  establish  two  things  for  their  benefit. 

Firstly :  that  the  ancient  artists  really  represented  Death, 
the  deity  of  Death,  under  quite  another  image  than  that 
of  a  skeleton. 

Secondly :  that  the  ancient  artists,  when  they  repre- 
sented a  skeleton,  meant  by  this  skeleton  something  quite 
different  from  Death  as  the  deity  of  Death. 

J.  The  ancient  artists  did  not  portray  Death  as  a  skeleton. 
for  they  portrayed  him  according  to  the  Homeric  idea,1 
as  the  twin  brother  of  Sleep,  and  represented  both  Death 
and  Sleep,  with  that  likeness  between  them  which  we 
naturally  expect  in  twins.  On  a  chest  of  cedarwood  in 
the  temple  of  Juno  at  Elis,  they  both  rested  as  boys  in 
the  arms  of  Night.  Only  the  one  was  white,  the  other 
black  ;  the  one  slept,  the  other  seemed  to  sleep ;  both  Avith 
their  feet  crossed.2 

Here  I  will  invoke  a  principle  to  which,  probably,  very 
few  exceptions  will  be  found,  namely  this,  that  the  ancients 
faithfully  retained  the  sensuous  representation  whi  -h  had 
once  been  given  to  an  ideal  being.  For  even  though  such 
representations  are  arbitrary,  and  every  one  has  an  equal 
i  ight  to  conceive  them  thus  or  thus,  yet  the  ancients  he!3 

1  JI.  xvi.  CS1,  2.  *  Pausanias,  Eliac.  cap.  xviii  p.  422. 
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it  good  and  needful  that  the  late  comers  should  waive  thia 
right  and  follow  the  first  inventor.  The  cause  is  clear : 
without  this  general  uniformity  no  general  recognition  is 
possible. 

Consequently  this  resemblance  of  Death  to  Sleep,  once 
accepted  by  the  Greek  artists,  will,  according  to  all  likeli- 
hood, have  been  always  observed  by  them.  It  showed 
itself  indubitably  on  the  statues  which  these  two  beings 
had  at  Lacedsemon,  for  they  reminded  Pausanias3  of 
Homer's  representation  of  them  as  brothers. 

Now  what  most  distant  resemblance  with  Sleep  can  be 
conceived,  if  Death  stood  beside  him  as  a  mere  skeleton  ? 

"  Perhaps,"  writes  Winckelmann,4  "  Death  was  thus 
portrayed  by  the  inhabitants  of  Gades,  the  modern  Cadiz, 
who  among  all  peoples  were  the  only  one  who  worshipped 
Death." 

Xow  Winckelmann  had  not  the  faintest  reason  for  this 
"  perhaps."  Philostratus5  only  says  of  the  Gaditani  "  that 
they  were  the  only  people  who  sang  paeans  to  Death." 
He  does  not  even  name  a  statue,  not  to  mention  that  he  gives 
us  no  reason  whatever  to  presume  that  this  statue  repre- 
sented a  skeleton.  Finally,  what  has  the  representation 
of  the  Gaditani  to  do  with  the  matter?  It  is  a  question 
of  the  symbolical  pictures  of  the  Greeks,  not  of  those  of 
the  barbarians. 

I  observe,  by  the  way,  that  I  cannot  concur  with 
Winckelmann  in  rendering  the  words  of  Philostratus,  TOV 
Ba.va.Tm>  JJLWOI  avOpuTroiv  Traia.vi&vTa.i,  as  "  the  Gaditani  were 
among  all  peoples  the  only  one  who  worshipped  Death." 
Worshipped  says  too  little  for  the  Gaditani,  and  denies  too 
much  of  the  other  peoples.  Even  among  the  Greeks 
Death  was  not  wholly  unreverenced.  The  peculiarity  of 
the  Gaditani  was  only  this,  that  they  held  the  deity  of 
Death  to  be  accessible  to  entreaty,  that  they  believed  that 
they  could  by  sacrifices  and  paeans  mollify  his  rigour  and 
delay  his  decrees.  For  paeans  mean  in  their  special  sense, 
songs  sung  to  a  deity  to  avert  some  evil.  Philostratus 
soonis  to  refer  to  the  passage  in  ^Eschylus,  where  it  is 

*  Laconic,  cap.  xix.  p.  253.  *  Allege,  p.  83. 

'  Vita  Apoll.  lib.  T.  c.  4. 
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said  of  Death,  that  he  is  the  only  one  among  the  gods 
who  regards  no  gifts  and  hence  has  no  altars,  to  whom  no 
paeans  are  sung : 

Ou8'   etrTi  PW/JLOS,   ovSe  iraiuvi^eTcu. 

Winckelmann  himself  mentions  in  his  'Essay  on  Alle- 
gory'regarding  Sleep,6  that  on  a  gravestone  in  the  Palazzo 
Albani,  Sleep  is  represented  as  a  young  genius  resting  on 
a  reversed  torch,  beside  his  brother  Death,  "  and  just  so 
represented  these  two  genii  may  be  found  on  a  cinerary 
urn  in  the  Collegio  Clementine  in  Eome."  I  wish  he  had 
recollected  this  representation  when  dealing  with  Death 
itself.  Then  we  should  not  miss  the  only  genuine  and 
general  representation  of  Death  where  he  furnishes  us 
only  with  various  allegories  of  various  modes  of  dying. 

We  might  also  wish  that  Winckelmann  had  described 
the  two  momiments  somewhat  more  precisely.  But  he 
says  very  little  about  them,  and  this  little  is  not  as  defi- 
nite as  it  might  be.  Sleep  leans  upon  a  reversed  torch  ; 
but  does  Death  do  so  too  ?  and  exactly  in  the  same  way  ? 
Is  there  not  any  distinction  between  both  genii  ?  and  what 
is  it?  I  do  not  know  that  these  monuments  have  been 
much  known  elsewhere  where  one  might  find  an  answer 
for  oneself. 

However  they  are,  happily,  not  unique  of  their  kind. 
Winckelmann  did  not  notice  anything  on  them  that  was 
not  noticeable  on  others  that  had  been  known  long  before 
him.  He  saw  a  young  genius  with  a  reversed  torch  and 
the  distinct  superscription  Somno  ;  but  on  a  gravestone  in 
Boissard7  we  see  the  same  figure,  and  the  inscription  Somno 
Orestilia  Filia  leaves  us  as  little  in  doubt  as  to  its  meaning. 
It  often  occurs  in  the  same  place  without  inscription, 
indeed  on  more  than  one  gravestone  and  sarcophagus  it 
occurs  in  duplicate.8  Now  what  in  this  exactly  similar 
duplication  can  the  other  more  fitly  be  than  the  twin- 
brother  of  Sleep,  Death,  if  the  one  be  a  picture  of 
Sleep? 

It  is  surprising  that  archaeologists  should  not  know 
this,  or  if  they  knew  it  should  forget  to  apply  it  in 

*  p.  76.         7  Topograph.  parte  iii.  p.  48.        •  Pane  v.  pp.  22,  23. 


HOW  THE  ANCIENTS  EEPBESENTED  DEATH.    183 

their  expositions.  I  •will  only  give  a  few  examples  of 
this. 

Before  all  others  I  remember  the  marble  sarcophagus 
which  Bellori  made  known  in  his  '  Admiranda,'9  and  has 
explained  as  relating  to  the  last  fate  of  man.  Here  is 
shown  among  other  things  a  winged  youth  who  stands  in 
a  pensive  attitude  beside  a  corpse,  his  left  foot  crossing 
his  right,  his  right  hand  and  his  head  resting  on  a 
reversed  torch  supported  on  the  breast  of  the  corpse,  and 
in  his  left  hand  which  grasps  the  torch,  he  holds  a  wreath 
with  a  butterfly.10  This  figure,  says  Bellori,  is  Amor,  who 
is  extinguishing  the  torch,  that  is  to  say  the  affections, 
on  the  breast  of  the  dead  man.  And  I  say,  this  figure  ia 
Death. 

Not  every  winged  boy  or  youth  need  be  an  Amor. 
Amor  and  the  swarm  of  his  brothers  had  this  formation  in 
common  with  various  spiritual  beings.  How  many  of  the 
race  of  genii  were  represented  as  boys?11  And  what  had 
not  its  genius?  Every  place,  every  man,  every  social 
connexion  of  mankind,  every  occupation  of  men  from  the 
lowest  to  the  highest,12  yes  I  might  say,  every  inanimate 
thing,  whose  preservation  was  of  consequence,  had  its 
genius.  If  this  had  not  been  a  wholly  unknown  matter, 
to  Herr  Klotz  among  others  also,  he  would  surely  not  have 
spared  us  the  greater  part  of  his  sugary  story  of  Amor  on 
engraved  gems.13  With  the  most  attentive  fingers  this 
great  scholar  searched  for  this  pretty  little  god  through 
all  engraved  books,  and  wherever  he  only  saw  a  little 
naked  boy,  there  he  cried  :  Amor !  Amor !  and  registered 
hi  IT.  quickly  in  his  catalogue.  I  wish  him  much  patience 
who  will  scrutinize  these  Klotzian  Amors.  At  each 
moment  he  will  have  to  eject  one  from  the  ranks.  But 
of  this  elsewhere. 

Enough  that  not  every  winged  boy  or  youth  must 
necessarily  be  an  Amor ;  for  then  this  one  on  the  monument 
of  Bellori  need  least  of  all  be  so. 

And  absolutely  cannot  so  be !    For  no  allegorical  figure 

9  Tab.  Ixxix.  »  [See  illustration,  p.  175.1 

11  Barthius  acl  Kutilii  lib.  i.  v.  327,  p.  121.  »  Ibid.  p.  128. 

11  Ubcr  den  Nutzen  und  Gebr.  der  alt.  geschnitt.  St.  pp.  191-224, 
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may  be  contradictory  to  itself.  This  however  an  Amor 
•would  be  whose  work  it  is  to  extinguish  the  affections 
in  the  breast  of  man.  Such  an  Amor  is  just  on  this 
account  no  Amor. 

Rather  everything  that  is  about  and  on  this  winged 
youth  speaks  in  favour  of  the  figure  of  Death. 

For  if  it  had  only  been  proved  of  Sleep  that  the 
ancients  represented  him  as  a  young  genius  with  wings, 
this  alone  would  sufficiently  justify  us  in  presuming  the 
same  of  his  twin  brother,  Death.  "  Somni  idolum  senile 
fingitur."  Earth  wrote  in  a  happy-go-lucky  way u  to 
justify  his  punctuation  of  a  passage  in  Statius  : 

"  Crimine  quo  merui,  juvenis  placidissime  divum, 
Quove  errore  miser,  donis  ut  solus  egerein 
Somne  tuis? " 

the  poet  implored  Sleep,  and  Earth  would  have  that  the 
poet  said  juvenis  of  himself,  not  of  Sleep. 

"  Crimine  quo  rnerui  juvenis,  placidissime  divum,''  &c. 

So  be  it,  because  at  a  pinch  so  it  might  be,  but  the  reason 
is  nevertheless  quite  futile.  Sleep  was  a  youthful  deity 
-with  all  poets,  he  loved  one  of  the  Graces,  and  Juno,  in 
return  for  an  important  service,  gave  him  this  Grace  to  wife. 
And  yet  artists  are  declared  to  have  represented  him  as 
an  old  man  ?  That  could  not  be  credited  of  them,  even 
if  the  contrary  were  no  longer  visible  on  any  monument. 

But  not  only  Sleep,  as  we  see,  but  another  Sleep,  that 
can  be  no  other  than  Death,  is  to  be  beheld  on  the  less 
known  monuments  of  Winckelmann,  and  on  those  more 
familiar  of  Boissard,  as  a  young  genius  with  reversed 
torch.  If  Death  is  a  yoting  genius  there,  why  could  not 
also  a  young  genius  be  Death  here  ?  And  must  he  not  so 
be,  since,  besides  the  reversed  torch,  all  his  other  attri- 
butes are  the  most  beautiful,  most  eloquent  attributes  of 
Death? 

What  can  more  distinctly  indicate  the  end  of  life  than 
an  extinguished,  reversed  torch  ?  If  it  is  Sleep,  this  short 
interruption  to  life,  who  here  rests  on  such  a  torch,  with 
how  much  greater  right  may  not  Death  do  so  ? 

"  Ad  Statium,  Silv.  v.  4. 
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The  wings  too  are  even  more  fitly  his  than  Sleep's. 
His  assault  is  even  more  sudden,  his  passage  more 
rapid. 

"  -  Seu  me  tranquilla  Senectus 
Expectat,  seu  Mors  atris  circumvolat  alia  " 

—  says  Horace.15 

And  the  wreath  in  his  left  hand  ?  It  is  the  mortuary 
garland.  All  corpses  were  wreathed  among  the  Greeks 
and  Kornans;  wreaths  were  strewn  upon  the  corpse  by 
surviving  friends  ;  the  funeral  pile,  urn  and  monument 
were  decked  with  wreaths.16 

Finally,  the  butterfly  above  this  wreath?  Who  does 
not  know  that  a  butterfly  is  the  emblem  of  the  soul,  and 
especially  of  the  departed  soul  ? 

To  this  must  be  added  the  entire  position  of  the  figure, 
beside  a  corpse  and  leaning  upon  this  corpse.  What 
deity,  what  higher  being  could  and  might  take  this  posi- 
tion, save  Death  himself?  A  dead  body,  according  to  the 
idea  of  the  ancients,  polluted  all  that  approached  it,  and 
not  only  the  mortals  who  touched  it  or  did  but  behold  it, 
but  even  the  gods  themselves.  The  sight  of  a  corpse  was 
absolutely  forbidden  to  all  of  them. 


-  ffjio    yap   ov     6/x.is  <ITOUS  opav 

Euripides17  makes  Diana  say  to  the  dying  Hippolytus. 
Yes,  to  avoid  this  spectacle  they  had  to  withdraw  as  soon 
as  the  dying  man  drew  his  last  breath.  For  Diana  con- 
tinues thus  : 


ouS'  Ofji./j.a  xpaivtw  ^aracri/zotcriv 
opta  Se  cr'  17877  roCSe  TrXyjcriov  KO.KOV' 

— and  therewith  departs  from  her  favourite.  For  the  same 
reason  Apollo  says  in  the  same  poet 18  that  he  must  now 
depart  from  the  cherished  abode  of  Adrnetus  because 
Alkestis  nears  her  end. 

eyui  Se,  /-ir/  yu,t'aoyx.a  (JL    iv  So/^ots  *«'xT?> 

fjL€\dBpu>v  roii'Se  ^>i\Ta.Tiqv  crrey^v. 


15  Lib.  ii.  Sat.  i.  v.  57,  58. 

ls  Car.  Paschalii  Coroiiarum,  lib.  iv.  c  5. 

lr  Hippol.  v.  1137.  "  Ale,  v.  22,  23. 
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I  consider  this  circumstance,  that  the  gods  might  nut 
pollute  themselves  by  the  sight  of  a  corpse,  as  very  cogent 
in  this  place.  It  is  a  second  reason  why  it  cannot  be  Amor 
who  stands  beside  the  corpse,  and  is  also  a  reason  against 
all  the  other  gods,  the  one  god  alone  excepted  who  cannot 
possibly  pollute  himself  by  regarding  a  corpse,  Death 
himself. 

Or  is  it  thought  that  perchance  yet  another  deity  is  to 
"be  excepted,  namely,  the  especial  genius,  the  especial 
gnardian  spirit  of  man?  Would  it  then  be  something 
preposterous,  it  might  be  said,  if  a  man's  genius  stood 
mourning  beside  his  body,  since  its  vital  extinction  forces 
him  to  separate  from  it  for  ever?  Yet  even  though  this 
idea  would  not  be  preposterous,  it  would  be  wholly 
opposed  to  the  ancient  mode  of  thought,  according  to 
which  even  a  man's  guardian  spirit  did  not  await  his 
actual  death,  but  parted  from  him  before  the  total  separa- 
tion of  body  and  soul  ensued.  This  is  manifestly 
attested  by  several  passages,19  and  consequently  this 
genius  cannot  be  the  especial  genius  of  the  just  departed 
mortal  on  whose  breast  he  is  resting  his  torch. 

I  must  not  pass  over  in  silence  a  peculiarity  in  his  posi- 
tion. I  seem  to  find  in  it  a  confirmation  of  a  conjecture 
which  I  advanced  in  the  same  part  of  the  Laokoon.20  This 
conjecture  encountered  objections ;  it  may  now  be  seen 
whether  on  good  grounds. 

When  namely  Pausanias  describes  the  representation 
on  a  sarcophagus  in  the  temple  of  Juno  at  Elis,  above 
named,  where  among  other  things  there  appears  a  woman 
who  holds  in  her  right  arm  a  white  sleeping  boy,  and  in 
her  left  a  black  boy,  KaOevSovTt.  eot/cora,  which  may  equally 
mean  "  who  resembles  the  sleeping  boy  "  as  "  who  seems 
to  sleep,"  he  adds :  d/x^orcpoDS  St€<rrpaju.yK,eVoi;s  TOVS  TroSas. 
These  words  are  rendered  by  the  Latin  translator  as  dia- 
tortis  utrinque  pedibus,  and  by  the  French  as  les  pieds  contre- 
faiti.  I  asked  to  what  purpose  the  crooked  feet  here? 
How  come  Sleep  and  Death  by  these  unshapely  limbs? 
What  are  they  meant  to  indicate?  And,  at  a  loss  for  an 

"  Wonna,  Exeroit.  iii.  de  Gcniis,  cap.  2,  §  7.    *°  See  above,  p.  73  note, 
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answer,  I  proposed  to  translate  Steorpa/xfievovs  TOUS  rro 
not  by  "  crooked  "  but  by  "  crossed  feet,"  because  this  is 
the  usual  position  of  sleepers,  and  Sleep  is  thus  repre- 
sented on  ancient  monuments. 

It  will  be  needful  first  to  quote  the  whole  passage  in  its 
connected  form,  because  Sylburg  deemed  an  emendation 
necessary  in  those  very  words.  Tr^iroirjrai.  Se  yvvri  TraiSa 
XCVKOV  Ka.6f.v$ovTa  av^ovaa  TTJ  Se£ia  \etpt,  rrj  Se  erepa  fj.iXa.va. 
e^et  TraiSa  KaOtvSovri.  eot'/cora,  d/A<£oTe/)ous  Steer  Tpafj.p.evov<i  TOUS 
TroSas.  Sylburg  deemed  Steo-rpa/A/xeVous  objectionable,  and 
thought  that  it  would  be  better  to  read  Steo-Tpa/n/xej/ov 
instead,  because  it  is  preceded  by  eot/cora,  and  both  refer  to 
TratSa.21  Now  this  change  would  not  only  be  superfluous, 
but  also  quite  false.  Superfluous,  because  why  should  this 
8iao-Tpe<££cr#ai  refer  just  to  TratSa,  since  it  may  as 
well  refer  to  d/A^orepovs  or  TroSas?  False,  because  thus 
a.fj.(f>oTepovs  could  only  belong  to  TroSas,  and  we  should  have 
to  translate  "  crooked  in  both  feet,"  while  it  still  refers  to 
the  double  TratSa,  and  we  must  translate  "  both  with  crooked 
feet."  That  is  to  say,  if  Sieo-r/aa/x/AeVos  here  means  crooked 
and  can  mean  crooked  at  all  ! 

Now  I  must  confess  that  when  I  wrote  the  passage  in 
the  '  Laokoon,'  I  knew  of  no  reason  why  Sleep  and  Death 
should  be  depicted  with  crooked  feet.  Only  afterwards 
I  found  in  Eondel  22  that  the  ancients  meant  to  denote  by 
these  crooked  feet,  the  ambiguity  and  fallaciousness  of 
dreams.  But  on  what  is  this  action  founded?  and  what 
does  it  mean  ?  What  it  should  explain,  it  would  only  half 
explain  at  best.  Death  surely  is  dreamless,  and  yet  Death 
has  the  same  crooked  feet.  For,  as  I  have  said,  a/j.<j>orepovs 
must  needs  refer  to  the  preceding  double  TratSa,  else 
d/x.<£oTepoi.'s  taken  with  TOI>S  TroSas  would  be  a  very  shallow 
pleonasm.  If  a  being  has  crooked  feet  at  all,  it  follows 
of  itself  that  both  feet  are  crooked. 

But  if  some  one  only  on  this  account  submitted  to  Syl- 
burg's  reading  (Steo-rpa/x/xei/oj/  for  Steo-r/Da/x/ievous)  in  order 
to  be  able  to  give  the  crooked  feet  to  Sleep  alone  ?  Then 

21  Reotius  Suorpa/itjueVoi',  ut  antea  eot'/coro,  respioiuut  enim  accusa- 
tivum  TToZSo. 

22  Expos.  Signi  vcteris  Tolliani,  p.  294.     Fortuitorum  Jacob!  Tollii. 
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let  this  obstinate  man  show  me  any  antique  Sleep  with 
such  feet.  There  are  enough  statues  as  well  as  Itas-n-liefs 
extant,  which  archaeologists  unanimously  recognise  as 
Sleep.  Where  is  there  one  on  which  crooked  feet  can  as 
much  as  be  suspected? 

What  follows  hence  ?  If  the  crooked  feet  of  Death  and 
Sleep  cannot  be  satisfactorily  interpreted  ;  if  crooked  feet 
assigned  to  the  latter  are  not  in  any  antique  representa- 
tion, then  I  think  nothing  follows  more  naturally  than 
the  presumption  that  the  crooked  feet  here  are  a  mere 
conceit.  They  are  founded  on  the  single  passage  in 
Pausanias,  on  a  single  word  in  that  passage,  and  this 
word  is  over  and  above  capable  of  quite  another  meaning. 

For  Sieo-rpa/x./Acvos  from  Siaorpe'^eiv  does  not  mean  only 
"  crooked,"  "  bent,"  as  "  distorted  "  in  general,  "  brought 
out  of  its  direction  " ;  not  so  much  tortuosus,  distorlus,  as 
obliquus,  transversus,  and  77-080.9  Sieo-rpa/A/xevot  can  be  trans- 
lated as  well  by  transverse,  obliquely  placed  feet,  as  by 
crooked  feet ;  indeed  it  is  better  and  more  accurately  ren- 
dered by  the  former  than  by  the  latter. 

But  that  Steo-Tpayu/xeVo?  could  be  thus  translated  would 
be  little  to  the  point.  The  apparent  meaning  is  not 
always  the  true  one.  The  following  is  of  greater  weight 
and  gives  a  complete  turn  to  the  scale ;  to  translate  -680.5 
Steo-iyja/A/xei'oi  as  I  suggest  by  "  with  crossed  feet "  is,  in  the 
case  of  Death  as  well  as  of  Sleep,  not  only  most  beautiful 
and  appropriate  in  meaning,  but  is  also  often  to  be  seen 
on  ancient  monuments. 

Crossed  feet  are  the  natural  attitude  of  a  sleeper  when 
sleeping  a  quiet  healthful  sleep.  This  position  has 
unanimously  been  given  by  the  ancient  artists  to  every 
person  whom  they  wished  to  depict  in  such  sleep.  Thus 
the  so-called  Cleopatra  sleeps  in  the  Belvedere ;  thus 
sleeps  the  Nymph  on  an  old  monument  in  Boissarcl ;  so 
sleeps,  or  is  about  to  sink  into  sleep,  the  Hermaphrodite 
of  Dioskurides.  It  would  be  superfluous  to  multiply 
such  examples.  I  can  only  at  present  recall  one  ancient 
figure  sleeping  in  another  posture.  (Herr  Klotz  is  still 
very  welcome  to  run  quickly  over  pages  of  his  books  of 
engravings  and  show  me  several  more.)  But  this  single 
figure  is  a  drunken  faun  too  overtaken  in  wine  for  a 
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sleep.23  The  ancient  artists  observed  this  attitude  down 
to  sleeping  animals.  The  two  antique  lions  of  yellowish 
marble  among  the  royal  antiquities  at  Berlin  sleep  with 
their  fore-paws  crossed  and  rest  their  heads  on  them.  No 
wonder  therefore  that  Sleep  himself  has  been  repre- 
sented by  them  in  the  attitude  so  common  to  sleepers.  I 
have  referred  to  Sleep  in  Maffei24  and  I  might  equally  well 
have  referred  to  a  similar  marble  in  Tollius.  Maffei  also 
mentions  two  smaller  ones,  formerly  belonging  to  Con- 
stable Colonna,  little  or  in  no  respect  different. 

Even  in  waking  figures  the  posture  of  crossed  feet  is  a 
sign  of  repose.  Not  a  few  of  the  half  or  wholly  recum- 
bent figures  of  river  gods  rest  thus  on  their  urns,  and 
even  in  standing  persons  one  foot  crossing  the  other  is 
the  actual  attitude  of  pause  and  quiescence.  Therefore 
Mercuries  and  Fauns  sometimes  appear  in  this  position, 
especially  if  we  find  them  absorbed  in  their  flute-playing 
or  some  other  recreation. 

Now  let  all  these  probabilities  be  weighed  against  the 
mere  downright  contradictions  with  which  it  has  been 
endeavoured  to  dispose  of  my  explanation.  The  pro- 
foundest  is  the  following,  from  a  scholar  to  whom  I  am 
indebted  for  more  important  admonitions.  "  The  Lessing  ex- 
planation of  Stco-Tpa/x/xe'j'ous  TOUS  TroSas,"  says  the  author  of  the 
'  Kritischen  Wa'lder,' 25  "  seems  to  contradict  linguistic 
usage ;  and  if  we  are  to  venture  conjectures,  I  could  just 
as  well  say  '  they  slept  with  crossed  feet,'  i.e.  the  foot  of 
the  one  stretched  over  the  foot  of  the  other,  to  show  the 
relationship  of  Death  and  Sleep,"  &c. 

Against  linguistic  usage?  How  so?  Does  Sieo-Tpap.- 
/*evos  mean  anything  else  but  related  ?  and  must  all 
that  is  related  be  necessarily  crooked?  How  could  tho 
one  with  crossed  feet  be  named  more  exactly  and  better  in 
Greek  than  StecrTpa/A/xo'ov  (/cara)  rovsTrdSas?  or  8ic(rrpa/AjU.evov9 
TOVS  TrdSas,  with  e^ovra  understood  ?  I  do  not  know  in  tho 
least  what  there  is  herein  against  the  natural  meaning 
cf  words  or  opposed  to  the  genuine  construction  of  tho 

"  In  Maffei  (t.  xciv.)  where  we  must  resent  the  taste  of  this 
commentates  who  desires  perforce  to  turn  sxich  an  indecent  figure  into 
a  Bacchus.  "  Tabl.  cli.  "  [Herder,  TB.] 
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language.  If  Pausanias  meant  to  say  "  crooked,"  why 
did  he  not  use  the  usual  word  o-KoXtos  ? 

There  is  undoubtedly  much  room  for  conjecture.  But 
does  a  conjecture,  which  has  nothing  but  mere  possi- 
bility in  its  favour,  deserve  to  be  opposed  to  another  that 
wants  little  of  being  an  established  truth  ?  Nay,  I  can 
scarcely  allow  the  conjecture  that  is  opposed  to  mine  to 
be  even  possible.  For  the  one  boy  rested  in  the  one  arm, 
the  other  in  the  other  arm  of  Night ;  consequently  the 
entwinenient  of  the  feet  of  the  one  with  the  feet  of  the 
other  can  scarcely  be  understood. 

Finally,  assuming  the  possibility  of  this  enlacement, 
would  Stt(rrpa/u.//,<:Vovs,  which  is  meant  to  express  it,  then  not 
also  mean  something  quite  different  from  crooked  ?  Would 
not  this  meaning  be  also  opposed  to  customary  usage? 
Would  not  the  conjecture  of  my  opponent  be  exposed  to 
the  difficulty  to  which  he  thinks  mine  is  exposed,  without 
having  a  single  one  of  the  recommendatioi\s  which  he 
cannot  deny  to  mine  ? 

To  return  to  the  plate  in  Bellori's  collection.  If  it  is 
proved,  from,  what  I  have  hitherto  adduced,  that  the 
ancient  artists  represented  Sleep  with  crossed  feet ;  if  it 
is  proved  that  they  gave  to  Death  an  exact  resemblance  to 
Sleep,  they  would  in  all  probability  not  have  omitted  to 
depict  Death  with  crossed  feet.  And  how,  if  this  very 
illustration  in  Bellori  were  a  proof  of  this  ?  For  it  really 
stands  with  one  foot  crossing  the  other,  and  this  peculiarity 
of  attitude  can  serve  as  well,  I  think,  to  confirm  the 
meaning  of  the  whole  figure,  as  the  elsewhere  deaion- 
istrated  meaning  of  the  latter  would  suffice  to  establish 
the  characteristic  point  of  this  particular  attitude. 

But  it  must  be  understood  that  I  should  not  form  my 
conclusions  so  rapidly  and  confidently  if  this  were  the 
only  ancient  monument  on  which  the  crossed  feet  are 
shown  on  the  figure  of  Death.  For  nothing  would  be 
more  natural  than  to  object  to  me  :  "  If  the  ancient  artists 
depicted  Sleep  with  crossed  feet,  then  they  only  portrayed 
him  as  recumbent,  as  himself  a  sleeper ;  from  this  position 
of  Sleep  in  sleep  little  or  nothing  can  be  deduced  as  to  his 
attitude  when  erect,  or  still  less  as  to  the  corresponding 
posture  of  his  counterpart,  Death,  and  it  may  be  a  mere 


HOW  THE  ANCIENTS  EEPEESENTED  DEATH.    193 

accident  that  Death  once  happens  to  stand  in  the  manner 
in  which  we  generally  see  Sleep  sleeping." 

This  objection  could  only  be  obviated  by  the  production 
of  several  monuments  showing  that  which  I  think  I  dis- 
cover in  the  figure  engraved  by  Bellori.  I  hasten  therefore 
to  indicate  as  many  of  these  as  are  sufficient  for  the  induc- 
tion, and  believe  that  it  will  be  deemed  no  mere  superfluous 
ornamentation  if  I  produce  some  of  the  most  remarkable 
of  these  in  illustration. 
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'    (1.)  MOXUMEXT.    (From  Boissard.) 

First,  therefore,  appears  the  above-named  monument  in 
Boissard.  Since  the  express  superscription  of  these  figures 
leaves  no  room  for  a  misapprehension  of  their  meaning,  it 
may  be  regarded  as  the  key  to  all  the  rest,  llow  does  the- 
figure  show  itself  which  is  here  called  Somno  Orestilia 
Filia?  As  a  naked  youth  who  casts  a  mournful  look 
sideways  to  earth,  who  leans  on  a  reversed  torch,  and  crosses 
one  foot  over  the  other. 

I  ought  not  to  omit  to  mention  that  there  is  also  a 
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drawing  of  tliis  very  same  monument  amongst  the  papers 
of  Pighius  in  the  Royal  Library  at  Berlin,  from  which 
Spanheim  has  incorporated  the  single  figure  of  Sleep  in 
his  commentary  on  Kallimachus.26  That  it  must  be  identi- 
cally the  same  figure  from  the  same  monument  given  by 
Boissard  is  indisputable  from  the  identity  of  the  super- 
scription. But  so  much  more  is  one  astonished  at  seeing 
such  remarkable  differences  in  the  two.  The  slender 
grown-up  form  in  Boissard  is  in  Pighius  a  plump  sturdy 
boy;  the  latter  has  wings,  the  former  none;  to  say 
nothing  of  smaller  differences  in  the  turn  of  the  head  and 
the  position  of  the  arms.  How  it  was  that  these  differ- 
ences escaped  being  noticed  by  Spanheim  is  conceivable : 
Spanheim  knew  the  monument  only  through  Gruter's 
Inscriptions,  where  he  found  only  the  words  without  any 
engraving.  He  did  not  know  or  did  not  remember  that 
the  engraving  was  already  published  in  Boissard,  and  thus 
thought  that  he  was  imparting  something  quite  unknown, 
when  he  furnished  it  in  part  from  Pighius's  papers.  It  is 
less  easy  to  excuse  Gravius,  who  in  his  edition  of  Gruter's 
Inscriptions  added  the  design  from  Boissard,27  and  at  the 
same  time  did  not  notice  the  contradiction  between  this 
design  and  Gruter's  verbal  description.  In  the  latter  the 
figure  is  Genius  alatus,  crinitus,  dbesus,  dormiens,  dextra  manu 
in  humerum  sinistrum,  a  quo  velum  retrorsum  dependet,  posita  ; 
while  in  the  former  it  appears  frontwise  as  we  see  here, 
and  altogether  different — not  winged,  not  with  really 
copious  hair,  not  fat,  not  asleep,  and  not  with  the  right  hand 
upon  the  left  shoulder.  Such  discrepancy  is  scandalous, 
and  cannot  but  awaken  the  reader's  mistrust,  especially 
when  he  does  not  find  a  word  of  warning  in  respect  to  it. 
Meanwhile  it  proves  thus  much,  that  the  two  drawings 
cannot  both  be  immediately  copied  from  the  monument  ; 
one  of  them  must  necessarily  have  been  drawn  from 
memory.  Whether  this  is  Pighius's  design  or  Boissard's 
can  only  be  decided  by  one  who  has  opportunity  of  com- 
paring therewith  the  monument  itself.  According  to  the 
account  of  the  latter  it  was  to  be  found  in  Card.  Cesi's 
palace  in  Rome.  But  this  palace,  if  I  am  correctly 

*6  At  vcr.  23-1  of  Hymn,  in  Dclum,   Ed.  Era.  p.  524.        «'  P  ccciv 
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informed,  was  utterly  destroyed  in  the  sack  of  1527. 
Several  of  the  antiquities  which  Boissard  there  saw  might 
now  be  in  the  Farnese  Palace ;  this  I  assume  is  the  case 
in  respect  to  the  Hermaphrodite  and  the  supposed  Head  of 
Pyrrhus.28  Others  I  believe  I  have  found  again  in  other 
cabinets — in  short,  they  are  scattered,  and  it  would  be 
difficult  to  discover  the  monument  of  which  we  are 
speaking  even  if  it  is  still  in  existence.  On  mere  suppo- 
sition I  would  just  as  little  declare  in  favour  of  Boissard's 
drawings  as  of  Pighius's.  For  if  it  is  certain  that  Sleep 
can  have  wings  it  is  just  as  certain  that  he  need  not 
necessarily  have  wings. 


(li.)— MONUMENT.    (From  Boissard.) 

The  second  illustration  shows  the  monument  of  a  cer- 
tain Clymene,  also  taken  from  Boissard.29  One  of  these 

w  «  Hermaphroditus  nudus,  qui  involutum  palliolo  femur  babct— 
Caput  ingens  Pyrrhi  regis  Epirotarum,  galcutum,  cristatum,  et  armato 
jiectoi-e."  Topogr.  partc  i.  pp.  4,  5 ;  Winckelmann's  Anmerk.  ub.  d. 
Gesch.  d.  Kunst,  p.  98.  29  Par.  vi.  p.  113t 

H 
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figures  has  so  much  resemblance  to  the  before  named, 
that  this  resemblance  and  the  place  it  occupies  can 
no  longer  leave  us  in  doubt  on  its  account.  It  can  be 
nothing  else  but  Sleep,  and  this  Sleep,  also  leaning  on 
a  reversed  torch,  has  the  feet  placed  one  over  the  other. 
It  is  also  without  wings,  and  it  would  indeed  be  singular 
if  Boissard  had  forgotten  them  here  a  second  time,  but 
as  I  have  said,  the  ancients  may  often  have  represented 
Sleep  without  wings.  Pausanias  does  not  give  any  to 
Sleep  in  the  arms  of  Night ;  neither  do  Statius  nor  Ovid 
accord  him  such  in  their  detailed  description  of  this  god 
and  his  habitation.  Brouckhuysen  has  been  much  at 
fault  when  he  says  that  the  latter  poet  actually  gave 
Sleep  two  pairs  of  wings,  one  at  his  head  and  one  at  his 
feet.  For  although  Statius  says  of  him — 

"  Ipse  quoque  et  volucrem  gressum  et  ventosa  citavit 
Tempora  " 30 

— this  is  not  in  the  least  to  be  understood  of  natural 
wings,  but  of  the  winged  petasus  and  the  talaria,  which 
the  poets  bestow  not  only  on  Mercury,  but  frequently 
also  on  other  deities  when  they  wish  to  represent  them 
in  extraordinary  haste.  But  I  am  not  at  all  concerned 
with  the  wings  but  the  feet  of  Sleep,  and  I  continue  to 
show  the  8iea-Tpofjifj.evov  of  the  same  on  various  monuments. 
Our  third  illustration  shows  a  Pila  or  a  sarcophagus, 
which  is  again  taken  from  Boissard.31  The  inscription 
also  occurs  in  Gruter,32  where  the  two  genii  with  reversed 
torches  are  called  two  Cupids.  But  we  are  already  too 
conversant  with  this  figure  of  Sleep  to  mistake  it  here.  And 
this  Sleep  also  stands  both  times  with  feet  crossed.  And 
why  is  this  same  figure  repeated  twice  here  ?  Not  s<s 
much  repeated,  as  doubled ;  to  show  image  and  counter- 
image.  Both  are  Sleep ;  the  one  the  transient,  the  other 
the  long-enduring  Sleep;  in  a  word,  they  are  the  resem- 
bling twin  brothers,  Sleep  and  Death.  I  may  conjecture 

*•  Ad  Tibullum,  lib.  ii.  Eleg.  i.  v.  89 :  "  Et  sic  quidem  poetae  pleri- 
que  omnes,  videlicet  ut  alas  habuerit  hie  deus  in  huraeris.  Papinins 
ftutera,  suo  quodam  jure  peculiar!,  alas  ei  iu  pedibus  et  in  capite 
sdfinjrit."  L.  10,  Theb.  v.  131. 

*J  Far.  T.  p.  115.  »*  Pag.  DCCXIL 
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that  as  we  see  them  here,  so  and  not  otherwise,  they  will 
appear  on  the  monuments  mentioned  by  Winckelmann; 
on  the  sepulchral  stone  of  the  Palazzo  Albani  and  on  the 
cinerary  urn  of  the  Collegium  Clementinum.  We  must 
not  be  misled  by  the  bows  that  here  lie  at  their  feet ;  these 
may  belong  to  the  floating  genii  just  as  well  as  to  the 
standing  ones,  and  I  have  seen  on  various  monuments 
an  unstrung  or  even  a  broken  bow,  not  as  the  attribute 
of  Amor,  but  as  an  image  totally  unconnected  with  him, 
of  spent  life  in  general.  How  a  bow  could  be  the  image 
of  a  good  housewife  I  do  not  know,  and  yet  an  old 
epitaph,  made  known  by  Leich  from  the  unpublished 
Anthology,33  says  that  so  it  has  been : — 

Tofa  fj.ev  auSao-ct  TO.V  evrovov  ayeriv  OIKOU' 

And  from  this  it  is  at  least  apparent  that  it  need  not  of 
necessity  be  the  weapon  of  Amor,  and  that  it  may  mean 
more  than  we  can  explain. 

I  append  a  fourth  illustration.  This  is  a  monument 
found  by  Boissard  in  Rome  in  St.  Angelo  ("in  Templo 
Junonis  quod  est  in  foro  piscatorio"),  and  where  beyond 
doubt  it  may  still  be  found.34  Behind  a  closed  door  stands 
on  either  side  a  winged  genius,  half  of  whose  body  projects, 
and  who  points  with  His  hand  to  the  closed  door.  The 
representation  is  too  expressive  not  to  recall  the  domus 
exilis  Plutonia,35  from  whence  no  release  can  be  hoped ;  and 
who  could  more  fitly  be  the  warders  of  this  eternal  prison 
than  Sleep  and  Death?  In  the  position  and  action  in 
which  we  see  them  no  reversed  torch  is  needed  to  define 
them  more  accurately ;  but  the  artist  has  given  them  the 
crossed  feet.  Yet  how  unnatural  this  posture  would  be 
in  this  place  if  it  were  not  expressly  meant  to  be  charac- 
teristic ! 

Let  it  not  be  thought  that  these  are  all  the  examples 
I  could  adduce  on  my  side  of  the  question.  Even  from 
Boissard  I  could  bring  forward  several  more,  where  Death, 
either  as  Sleep,  or  together  with  Sleep,  exhibits  the  same 
position  of  the  feet.36  Mafiei  too  would  furnish  me  with  a 

••  SepuK  Car.  xiv.  M  Parte  v.  p.  22. 

15  Tollii  Expos.  Sigrri  vet.  p.  292. 
••  For  instance  part  iii.  p.  69,  and  perhaps  also  part  v.  p.  23. 
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complete  harvest  of  figures  such  as  appear  on  the  first 
plate.37 

But  to  what  end  this  superfluity?  Four  such  monu- 
ments, not  reckoning  that  in  Bellori,  are  more  than 
enough  to  obviate  the  presumption  that  that  could  be  a 


PESTOAVU.L. 
GEMETHLIANO 


(iv.) — SEPULCHRAL  MONUMENT.    (From  Boissard.) 

mere  insignificant  accident  which  is  capable  of  such  a 
deep  meaning.  At  least  such  an  accident  would  be  the 
most  extraordinary  that  can  be  imagined  !  What  a 
coincidence,  if  certain  things  were  accidentally  thus  on 
more  than  one  undoubted  antique  monument,  exactly  as 
I  have  said  that  according  to  my  reading  of  a  certain 

*'  Museo  Veron.  tab.  cxxxis. 


198  LESSING. 

passage,  they  must  be ;  or  if  it  were  a-  mere  accident 
that  this  passage  could  be  so  construed  as  if  it  had 
been  written  with  a  real  view  to  such  monuments.  No, 
chance  is  not  so  consistent,  and  I  may  maintain  without 
vanity,  that  consequently  my  explanation,  although  it  is 
only  my  explanation,  little  as  may  be  the  credit  attaching 
to  it  merely  on  my  authority,  is  yet  as  completely  proved 
as  ever  anything  of  this  nature  can  be  proved. 

Consequently  I  think  it  is  hardly  worth  while  to  clear 
away  this  or  that  trifle  which  might  perhaps  occur  to  a 
sceptic  who  will  not  cease  doubting.  For  instance  the 
lines  of  Tibullus : — 38 

"  Postque  venit  tacitus  fuscis  circumdutus  alls 
Somnus  et  incerto  somnia  vara  pede." 

It  is  true  that  express  mention  is  here  made  of  Dreams 
with  crooked  legs.  But  Dreams!  And  if  the  legs  of 
Dreams  were  crooked  why  must  Sleep's  needs  be  the  same  ? 
Because  he  is  the  father  of  Dreams  ?  An  excellent  reason  ! 
And  yet  that  is  not  the  only  answer  that  here  occurs  to  me. 
For  the  real  one  is  this  :  the  adjective  vara  is  certainly 
not  Tibullus's  own,  it  is  nothing  but  an  arbitrary  reading 
of  Brouckhuysen's.  Before  this  commentator  all  editions 
read  either  nigra  or  vana.  The  latter  is  the  true  one,  and 
Brouckhuysen  can  only  have  been  misled  to  reject  it  by 
the  facility  of  foisting  a  foreign  idea  upon  his  author  by 
altering  a  single  letter.  For  if  the  ancient  poets  often 
represent  Dreams  as  tottering  upon  weak  uncertain  feet, 
namely  deceptive,  false  dreams ;  does  it  follow  thence  that 
they  must  have  conceived  of  these  weak  uncertain  feet  as 
crooked?  Why  must  weak  feet  needs  be  crooked,  or 
crooked  feet,  weak?  Moreover  the  ancients  did  not  re- 
gard all  dreams  as  false  and  deceptive,  they  believed  in  a 
•species  of  very  veracious  dreams,  and  Sleep  with  these, 
his  children,  was  to  them  Futuri  certus  as  Avell  as  pessimua 
auctor.33  Consequently  crooked  feet,  as  the  symbol  of 
uncertainty,  could  not  in  their  apprehension  belong  to 
])reams  in  general,  still  less  to  Sleep,  as  the  universal 
father  of  Dreams.  And  yet  I  admit  all  these  petty  reasons 

*»  Lib.  ii.  Eleg.  i.  v.  89,  90.  M  Seueca  Here.  Fureiis,  v.  1070. 
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might  be  pushed  aside  if  Brouckhuysen,  beside  the  mis- 
understood passage  of  Pausanias,  had  been  able  to  indicate 
a  single  one  in  favour  of  the  crooked  feet  of  Dreams  and 
Sleep.  He  explains  the  meaning  of  varus  with  twenty 
superfluous  passages,  but  to  prove  varus  an  epithet  of 
dreams,  he  adduces  no  example,  but  has  to  make  one,  and 
as  I  have  said,  not  even  the  single  one  of  Pausanias  gives 
it  but  it  is  made  out  from  a  false  rendering  of  Pausanias. 
It  is  almost  ludicrous,  when,  since  he  cannot  find  a  bandy- 
legged Sleep,  he  tries  to  show  us  at  least  a  genius  with 
crooked  feet  in  a  passage  of  Persius,40  where  genius  means 
nothing  but  indoles  and  varus,  hence  nothing  more  than 
standing  apart. 

" Geminos,  horoscope,  varo 

Producis  genio     .     .     .     ." 

This  digression  concerning  the  Steor/oaju./Liei'ous  of  Pau- 
sanias  would  have  been  far  too  long  had  it  not  afforded 
me  an  opportunity  of  bringing  forward  at  the  same  time 
various  antique  representations  of  Death.  For  let  it  be 
as  it  may  with  the  crossed  feet  of  Death  and  his  brother ; 
may  they  be  held  as  characteristic  or  no ;  so  much  is 
unquestionable  from  the  monuments  I  have  adduced,  that 
the  ancient  artists  always  continued  to  fashion  Death 
with  an  exact  resemblance  to  Sleep,  and  it  was  only  that 
which  I  wanted  to  prove  here. 

For,  completely  as  I  myself  am  convinced  of  the 
characteristic  element  that  is  contained  in  this  attitude  of 
the  feet,  I  will  not  therefore  insist  that  no  image  of  Sleep 
or  Death  can  be  without  it.  On  the  contrary  I  can  easily 
conceive  an  instance  in  which  such  an  attitude  could  be 
at  variance  with  the  meaning  of  the  whole  and  I  think  I 
can  show  examples  of  such  instances.  If  namely  one  foot 
crossing  the  other  is  a  sign  of  repose,  it  can  then  only 
duly  belong  to  death  that  has  already  taken  place ;  death 
on  the  other  hand  that  has  still  to  occur  will  fcr  that 
very  reason  demand  another  attitude. 

In  such  another  attitude,  announcing  its  approach,  I 
think  that  I  recognise  Death  on  a  gem  in  Stephanonius 

«•  Sat.  Ti.  v.  18. 
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or  Licetus.41  A  winged  genius  who  holds  in  one  hand  a 
cinerary  urn,  seems  to  be  extinguishing  with  the  other  a 
reversed  but  yet  burning  torch,  and  looks  aside  mourn- 
fully at  a  butterfly  creeping  on  the  ground.  The  out- 
stretched legs  are  either  to  show  him  in  the  act  of 
advancing,  or  denote  the  posture  involuntarily  assumed 
by  the  body  when  about  to  throw  back  one  arm  with 
violence.  I  do  not  like  to  detain  myself  with  a  refutation 
of  the  highly  forced  explanation  which  both  the  first 
poetical  interpreter  of  the  Stephanonian  gem  and  the  hiero- 
glyphical  Licetus  gave  of  this  representation.  They  are 
both  founded  on  the  assumption  that  a  winged  boy  must 
needs  be  an  Amor,  and  as  they  contradict  each  other,  so 
they  both  fall  to  the  ground  as  soon  as  the  foundation  of 
this  assumption  is  examined.  This  genius  is  therefore 
neither  Amor  who  preserves  the  memory  of  departed 
friends  in  a  faithful  heart ;  nor  Amor  who  renounces  love 
out  of  vexation  because  he  can  find  no  requital;  he  is 
nothing  but  Death  and  even  approaching  Death,  in  the 
act  of  extinguishing  his  torch,  upon  which,  when  extin- 
guished, we  have  already  seen  him  leaning. 

I  have  alwaj'S  been  reminded  of  this  gesture  of  extin- 
guishing the  torch,  as  an  allegory  of  approaching  death, 
as  often  as  the  so-called  brothers,  Castor  and  Pollux,  in 
the  Villa  Ludovici  have  been  brought  before  my  eyes.42 
That  they  are  not  Castor  and  Pollux  has  been  evident  to 
many  scholars,  but  I  doubt  whether  Del  Torre  or  Maffei 
has  therefore  come  any  nearer  the  truth.  They  are  two 
undraped,  very  similar  genii,  both  in  a  gently  melancholy 
attitude,  the  one  embraces  the  shoulder  of  the  other,  who 
holds  a  torch  in  each  hand ;  the  one  in  his  right,  which 
he  seems  to  have  taken  from  his  playfellow,  he  is  about  to 
extinguish  upon  an  altar  that  stands  between  them,  while 
the  other  in  his  left,  he  has  dashed  over  his  shoulder  to 
extinguish  it  with  violence ;  behind  them  stands  a  smaller 
female  figure,  not  unlike  an  Isis.  Del  Torre  saw  in  this 
group  two  figures  worshipping  Isis;  while  Maffei  pre- 
ferred to  regard  them  as  Lucifer  and  Hesperus.  Good  as 
the  reasons  may  be  which  Maffei  brings  against  the  ex- 

41  Schemata,  vtf.  p.  123.    [See  p.  178  above.]    "  Maffei,  tab.  oxxi. 
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planation  of  Del  Torre,  his  own  idea  is  equally  unhappy. 
Whence  can  Maffei  prove  to  us  that  the  ancients  represented 
Lucifer  and  Hesperus  as  two  distinct  beings?  They 
were  to  them  only  two  names  for  the  same  star  and  for 
the  same  mythical  personage.43  Pity  that  one  should  ven- 
ture to  guess  the  most  intimate  thoughts  of  antiquity  and 
not  know  such  generally  familiar  matters !  But  the  more 
needful  must  it  be  to  excogitate  a  new  explanation  of  this 
excellent  work  of  art ;  and  if  I  suggest  Death  and  Sleep, 
I  desire  to  do  nothing  more  than  to  suggest  them.  It  i» 
palpable  that  their  attitudes  are  not  those  of  sacrificers ; 
and  if  one  of  the  torches  is  to  light  the  sacrifice  what 
means  the  other  in  the  background?  That  one  figure 
extinguishes  both  torches  at  once,  would  be  very  signifi- 
cant according  to  my  conjecture,  for  in  reality  Death 
makes  an  end  to  both  waking  and  sleeping.  And  then, 
according  to  this  theory  the  diminutive  female  figure 
might  not  unjustly  be  interpreted  as  Night,  as  the  mother 
of  Sleep  and  Death.  For  if  the  kalathus  on  the  head  of 
an  Isis  or  Cybele  makes  her  recognisable  as  the  mother 
of  all  things,  I  should  not  be  astonished  to  see  here 


Otwv  yevereipa — rj  Se  KCU  avftpwv, 

as  Orpheus  names  her,  also  with  the  kalathus. 

What  besides  appears  most  manifestly  from  the  figure 
of  Stephanonius  combined  with  that  of  Bellori,  is  this, 
that  the  cinerary  urn,  the  butterfly,  and  the  wreath  are 
those  attributes  by  which  Death  was  distinguished  from 
his  counterpart  Sleep,  where  and  when  this  was  neodful. 
The  particular  mark  of  Sleep  was  on  the  other  hand  un- 
questionably a  horn. 

Some  light  might  be  thrown  on  this  by  quite  another 
representation  on  the  gravestone  of  a  certain  Amemptus, 
a  freed-man  of  I  know  not  what  empress  or  imperial 
princess.44  See  the  accompanying  plate  [p.  202].  A  male 
and  female  Centaur,  the  first  playing  on  a  lyre,  the  other 
blowing  a  double  tibia,  each  bearing  a  winged  boy  on 

48  Hyginus,  Poet.  Astr.  lib.  ii.  cap.  42. 
44  Boissardus.  par.  iii.  p.  144. 
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its  back,  of  whom  each  is  blowing  a   flute ;   under  tbe 
upraised  foot  of  the  one  Centaur  lies  an  urn,  under  that 


MOXUIIOTAL  STOXB.    (From  Boissard.) 

of  the  other  a  horn.  What  can  this  allegory  import  ?  What 
was  it  to  mean  here?  A  man  like  Herr  Klotz,  it  is  true, 
whose  head  is  full  of  love-gods,  would  soon  be  ready  with 
his  answer.  These  are  a  pair  of  Cupids,  he  would  say,  and 
the  wise  artist  has  here  again  shown  the  triumph  of  love 
over  the  most  untamable  creatures,  a  triumph  effected  by 
music.  Well,  well,  what  could  have  been  more  worthy  of 
the  wisdom  of  the  ancient  artists  than  ever  to  dally  with 
love,  especially  in  the  way  that  these  gentlemen  knew 
love?  Meanwhile  it  still  could  be  possible  that  even  an 
ancient  artist,  to  speak  after  their  manner,  sacrificed  less 
to  love  and  the  graces  and  was  in  this  instance  a  hundred 
miles  away  from  thinking  of  love !  It  might  be  possible 
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that  what  to  their  eyes  resembles  Amor  as  one  drop  of 
water  the  other,  is  nothing  more  playful  than  Sleep  and 
Death. 

In  the  guise  of  winged  boys  the  two  are  no  longer 
strange  to  us,  and  the  vase  on  the  side  of  the  one  and  the 
horn  beside  the  other  seem  to  me  not  much  le^s  expres- 
sive than  their  actual  written  names  would  be.  I  know 
well  that  the  vase  and  the  horn  might  only  be  drinking 
vessels,  and  that  in  antiquity  the  Centaurs  were  no  mean 
topers,  wherefore  on  various  works  they  appear  in  the  train 
of  Bacchus  and  even  draw  his  car.45  But  why  in  this 
capacity  did  they  require  to  be  indicated  by  attributes  ? 
and  is  it  not  far  more  in  keeping  with  the  place  to  explain 
this  vase,  this  horn  as  the  attributes  of  Sleep  and  Death 
which  they  had  of  necessity  to  throw  aside  in  order  to 
manage  their  flutes  ? 

If  however  I  name  the  vase  or  urn  as  the  attribute  of 
Death,  I  do  not  mean  thereby  the  actual  cinerary  urn,  the 
Ossuarium  or  Cinerarium,  or  however  else  the  vase  was 
called  in  which  the  remains  of  the  cremated  bodies  were 
preserved.  I  include  under  it  also  the  \rJKv0ot,  the  vessels 
of  every  kind  that  were  placed  in  the  earth  with  the  dead 
bodies  that  were  buried  entire,  without  entering  upon  the 
question  what  may  have  been  contained  in  these  bottles. 
A  corpse  about  to  be  buried  among  the  Greeks  was  as 
little  left  without  such  a  vessel  as  without  a  wreath, 
which  is  very  clearly  shown  in  various  passages  of 
Aristophanes  among  others,46  so  that  it  is  quite  intelli- 
gible how  both  became  attributes  of  Death. 

There  is  still  less  doubt  regarding  the  horn  as  an  attri- 

45  Gemme  antiche  colle  sposizioni  di  P.  A.  Maffei,  parte  iii.  p.  58. 

46  Especially  in  the  Ecclesiazusw,  where  Blepyrus  scolds  his  Praxa- 
gora  for  having  got  up  secretly  at  night  and  gone  out  in  his  clothes 
(1.  537-8)— 

&XOV  KaraXfirova'  oxnrepfl  Trpojcefyieyoi', 
yi6vov  ov  ffreQavuxraff',  ov5'  tiriOeiffa.  \rfKv0ov. 


The  scholiast  adds  thereto  :  Etcoflatn  yap  eir\  vtKpfav  TOVTO  iroieiv.  '  Com- 
pare in  the  same  play  the  lines  1022-27,  where  the  Greek  funeral 
customs  are  to  be  found  together.  That  such  vessels  (A.^Kt»0o<)  which 
were  placed  beside  the  dead,  were  painted,  and  that  it  was  not  pre- 
cisely the  great  masters  who  occupied  themselves  with  this  branch 
of  tho  art  is  clear  from  lines  987-88.  Tanaquil  Faber  seems  to  hava 
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bute  of  Sleep.  The  poets  refer  to  this  horn  in  innumer- 
able passages.  Out  of  a  full  horn  he  pours  his  blessing 
over  the  eyelids  of  the  weary — 

"  Illos  post  vulnera  fessos 
Exceptamque  hiemem,  cornu  perfuderat  omni 
Somnus ; " 

with  an  emptied  horn  he  follows  departing  Night  into 
his  grotto — 

"  Et  Nox,  et  cornu  fugiebat  Somnus  inani." 

And  as  the  poets  beheld  him  the  artists  depicted  him.47 
Only  the  double  horn,  wherewith  the  extravagant  imagi- 
nation of  Eomeyn  de  Hooghe  has  overburdened  him,  is 
known  neither  by  the  one  nor  the  other.48 

Granted  therefore  that  it  might  be  Sleep  and  Death 
who  here  sit  on  the  Centaurs,  what  would  be  the  meaning 
of  their  combined  representation?  If  I  have  happily 
guessed  a  part,  must  I  therefore  be  able  to  explain  the 
whole  ?  Perhaps  however  the  secret  is  not  very  profound. 
Perhaps  Amemptus  was  a  musician  especially  skilled  in 
the  instruments  we  here  behold  in  the  hands  of  these  sub- 
terranean beings;  for  Centaurs  also  had  their  abode  at 
the  gates  of  Hades  according  to  the  later  poets — 

"  Centauri  in  foribus  stabulant  " 

— and  it  was  quite  common  to  place  on  the  monu- 
ment of  an  artist  the  implements  of  his  art,  which  here 
would  not  have  been  devoid  of  a  delicate  complimentary 
significance. 


believed  that  they  were  not  really  painted  vessels  that  were  buried 
with  the  dead,  but  that  such  vessels  were  painted  round  about 
them,  for  he  notes  at  the  last  place :  "  Quod  autem  kcythi  mortuis 
appingerentur,  aliunde  ex  Aristophane  iunotuit.''  I  wish  he  would 
have  given  his  reference  for  this  aliimde. 

"  Servius  ad  JSueid.  vi.  v.  233:  "Somuum  cum  cornu  noviraus 
pingi.  Lutatius  apud  Barthium  ad  Thebaid.  vi.  v.  27.  Nam  sic  a 
pictoribus  simulatur,  ut  liquidum  somnium  ex  cornu  super  dormiented 
videatur  effundere." 

*•  Denkbilder  der  alien  Volker,  p.  193,  German  translation. 
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I  cannot  however  express  myself  otherwise  than  hesi- 
tatingly concerning  this  monument  in  general.  For  I  see 
myself  once  again  perplexed  as  to  how  far  Boissard  may 
be  relied  upon.  The  drawing  is  Boissard's,  but  before  him 
Sinetius  had  published  the  inscription  with  an  additional 
line,49  and  had  appended  a  verbal  description  of  the  figures 
suirounding  it.  Smetius  says  of  the  principal  figures: 
"  Inferius  Centauri  duo  sunt,  alter  mas,  lyncea  instratus, 
lyram  tangens,  cui  Genius  alatus,  fistula,  Germanicaa 
moderns  cdrnili,  canens  insidet ;  alter  foemina,  fistulis 
duabus,  simul  in  os  insertis  canens,  cui  alter  Genius 
foemineus  alis  papilionum,  manibus  nescio  quid  concutiens, 
insidet.  Inter  utrumque  cantharus  et  cornu  Bacchicum 
projecta  jacent."  All  is  exact,  except  the  genius  borne  by 
the  female  Centaur.  According  to  Smetius  this  one  should 
also  be  of  female  sex,  and  have  butterfly  wings  and  strike 
something  together  with  her  hands.  According  to  Bois- 
sard this  figure  is  no  more  winged  than  its  companion, 
and  instead  of  cymbals  or  perhaps  of  a  Crotalum,  he  plays 
upon  the  same  kind  of  wind  instrument  as  the  other.  It 
is  sad  to  notice  such  contradictions  so  often.  They  must 
from  time  to  time  make  antiquarian  studies  very  repug- 
nant to  a  man  who  does  not  willingly  build  on  quick- 
sand. 

Nevertheless  even  if  Smetius  saw  more  correctly  than 
Boissard,  I  should  not  therefore  wholly  abandon  my  ex- 
planation. For  then  the  female  genius  with  butterfly 
wings  would  be  a  Psyche,  and  if  Psyche  is  the  picture  of 
the  soul,  then  we  must  here  see  instead  of  Death  the  soul 
of  the  dead.  To  this  also  the  attribute  of  the  urn  would 
be  appropriate,  and  the  attribute  of  the  horn  would  still 
indicate  Sleep. 

I  imagine  moreover  that  I  have  discovered  Sleep  else- 
where than  on  sepulchral  monuments,  and  especially  in 
a  company  where  one  would  scarcely  have  expected  to 
find  him.  Among  the  train  of  Bacchus,  namely,  there 
appears  not  rarely  a  boy  or  genius  with  a  cornucopia,  and 
I  do  not  know  that  any  one  has  as  yet  thought  it  worth 

49  Which  names  those  who  erectea  this  monument  to  Amemptu% 
IALVS  KT  COBINTHVS.  L.  V.  Gruteri  Corp.  Inscr.  p.  dcvi.  edit.  Graxx 
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his  while  to  identify  this  figure.  It  is,  for  instance,  on 
the  well-known  gem  of  Baggaris,  now  in  the  collection 
of  the  King  cf  France,  the  explanation  of  which  Casaubon 
first  gave,  and  it  was  noticed  by  him  and  all  subsequent 
commentators,50  but  not  one  of  them  knew  what  to  say 
of  it  beyond  what  is  obvious  to  the  eye,  and  a  genius 
with  a  cornucopia  has  remained  a  genius  with  a  cornu- 
copia. I  venture  to  pronounce  him  to  be  Sleep.  For  as 
has  been  proved,  Sleep  is  a  diminutive  genius,  the  attri- 
bute of  Sleep  is  a  horn,  and  what  companion  could  an 
intoxicated  Bacchus  desire  rather  than  Sleep?  That  it 
was  usual  for  the  ancient  artists  to  couple  Bacchus  with 
Sleep,  is  shown  by  the  pictures  of  Sleep  with  which 
Statius  decked  his  palace.51 

"  Mille  intus  simulacra  dei  ceelaverat  ardens, 
Mulciber.     Hie  hferet  lateri  redimita  voluptas, 
Hie  comes  in  requiem  vergens  labor.     Est  ubi  Baecho, 
Est  ubi  Martigenae  socium  pulvinar  amori 
Obtinet.     Interius  tectum  in  penetralibus  altis, 
Et  cum  Morte  jacet :  nullique  ea  tristis  imago." 52 

Nay,  if  an  ancient  inscription  may  be  trusted,  or  rather 
if  this  inscription  is  ancient  enough,  Bacchus  and  Sleep 
were  even  worshipped  in  common  as  the  two  greatest  and 
sweetest  sustainers  of  human  life. 

It  is  not  in  place  here  to  pursue  this  trace  more  keenly. 
Neither  is  the  present  occasion  opportune  for  treating 
more  amply  my  special  theme  and  seeking  far  and  wide  for 
further  proofs  of  the  ancients  having  depicted  Death  as 
Sleep,  and  Sleep  as  Death,  now  alone,  now  together,  now 
with,  now  without  certain  attributes.  Those  instanced, 
even,  if  others  could  not  be  hunted  out,  sufficiently  con- 
firm what  they  are  designed  to  confirm,  and  I  may  pass 
on  without  scruple  to  the  second  point  which  contains 
the  refutation  of  the  one  single  counter-proposition. 

•*  See  Lippert's  Dakt.  i.  366. 

"  Thtbaid.  xv.  100.  Earth  need  not  have  been  so  chary  as  to  omit 
commenting  on  these  lines  because  they  are  omitted  in  some  of  the 
best  MSS.  He  has  spent  his  learning  on  worse  verses. 

*f  Corp.  Inscript.  p.  Ixvii.  8. 
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II.  I  say :  the  ancient  artists,  when  they  represented  a 
skeleton,  meant  thereby  something  quite  different  from 
Death,  as  the  deity  of  Death.  I  prove  therefore  (1)  that 
they  did  not  thereby  mean  Death,  and  show  (2)  what  they 
did  mean. 

1.  It  never  occurred  to  me  to  deny  that  they  represented 
skeletons.  According  to  Herr  Klotz's  words  I  must 
have  denied  it,  and  denied  it  for  the  reason  that  they 
refrained  in  general  from  portraying  ugly  or  disagreeable 
objects.  -  For  he  says,  I  should  beyond  question  resolve 
the  examples  thereof  on  engraved  gems  into  allegory, 
which  thus  relieves  them  from  the  higher  law  of  beauty. 
If  I  needed  to  do  this,  I  need  only  add,  that  the  figures  on 
gravestones  and  cinerary  urns  belong  no  less  to  allegory, 
and  thus  of  all  his  cited  examples  there  would  only 
remain  the  two  brazen  figures  in  the  Kircherian  Museum 
and  the  gallery  at  Florence,  which  can  really  not  be 
reckoned  among  works  of  art  as  I  understand  that  term 
in  the  '  Laokoon.' 

But  wherefore  these  civilities  towards  him?  As  far  as 
he  is  concerned  I  need  simply  deny  the  faults  of  which  he 
accuses  me.  I  have  nowhere  said  that  the  ancient  artists 
represented  no  skeletons,  I  only  said  that  they  did  not 
depict  Death  as  a  skeleton.  It  is  true,  I  thought  that  I 
might  doubt  the  genuine  antiquity  of  the  bronze  skeleton 
ut  Florence ;  but  I  added :  "It  cannot  at  any  rate  be 
meant  to  represent  Death  because  the  ancients  depicted 
him  differently."  Herr  Klotz  Avithholds  this  additional 
sentence  from  his  readers,  and  yet  everything  depends 
upon  it.  For  it  shows  that  I  will  not  exactly  deny  that 
of  which  I  doubt.  It  shows  that  my  meaning  has  only 
been  this  :  if  the  image  in  question  is  to  represent  Death, 
as  Spence  maintains,  it  is  not  antique,  and  if  it  is  antique, 
then  it  does  not  represent  Death. 

I  was  already  acquainted  with  several  skeletons  on 
antique  works  and  now  I  know  of  several  more  than  the 
luckless  industry  or  the  boastful  indolence  of  Herr  Klotz 
has  been  able  to  produce. 

For  in  fact  those  which  he  cites,  all  except  one,  are 
already  to  be  found  in  Winckelmann  53  and  that  he  here 

•*  Allegorie,  p.  81. 
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only  copied  from  him  is  apparent  from  an  error  common 
to  them  both.  Winckelmann  writes :  "  I  here  note  that 
skeletons  are  only  extant  on  two  ancient  monuments 
and  urns  of  marble  in  Borne,  the  one  is  in  the  Villa 
Medici,  the  other  in  the  Museo  of  the  Collegio  Eomano. 
Another  with  a  skeleton  is  to  be  found  in  Spon,  but  is 
no  longer  in  Rome."  He  refers  to  Spon  concerning  thd 
former  of  those  skeletons  which  still  stands  in  the  Villa 
Medici  (Spon,  Reck.  d'Antiq.  p.  93)  and  concerning  the 
third,  which  is  no  longer  extant  in  Rome,  to  the  same 
scholar's  Miscell.  Ant.  p.  7.  Now  this  and  that  with  Spon 
are  one  and  the  same,  and  if  that  which  Spon  cites  in  his 
Becherches  still  stands  in  the  Villa  Medici,  then  that  in 
his  Miscellanees  is  certainly  also  still  in  Rome  and  is  to  be 
seen  in  the  same  villa  on  the  same  spot.  Spon  however, 
I  must  remark,  did  not  see  it  in  the  Villa  Medici,  but  in 
the  Villa  Madama. 

As  little  therefore  as  Winckelmann  can  have  compared 
the  two  quotations  from  Spon,  as  little  has  Herr  Klotz 
done  so,  else  he  would  not  have  referred  me,  to  excess,  as 
he  says,  to  the  two  marbles  quoted  by  Winckelmann  in  his 
essay  on  allegory  and  immediately  after  have  also  named 
the  monument  in  Spon.  One  of  these  is,  as  I  have  said, 
counted  twice  over,  and  this  he  must  permit  me  to  deduct. 

In  order  however  that  he  may  not  be  annoyed  at  this 
subtraction,  I  will  at  once  place  half  a  dozen  other 
skeletons  at  his  service  in  lieu  of  the  one  I  have  taken 
away.  It  is  game  that  I  myself  do  not  preserve,  that 
has  only  accidentally  strayed  into  my  domains,  and  with 
which  I  am  consequently  very  liberal.  To  begin  with,  I 
have  the  honour  to  bring  before  him  three  all  together^ 
They  are  upon  a  stone  from  the  Daktyliotheca  of  An- 
dreini  in  Florence  to  be  found  in  Gori.54  The  fourth  this 
same  Gori  will  exhibit  to  him  on  an  old  marble  likewise 
in  Florence.65  The  fifth  he  will  encounter,  if  my  informa- 
tion is  not  at  fault,  in  Fabretti,55  and  the  sixth  upon  the 

M  Inscnpt.  nntiq.  quse  in  Etrurize  urbibus  eistant,  par.  i.  p.  455. 

55  IMd.  p.  382 :  "  Tabula,  in  qua  sub  titulo  sculptum  est  canistruro, 
binse  corollse,  fcemina  cornu  mensa  tripode  in  lectisternio  decumbens, 
Pluto  quadriga  vectus  animam  rapiens,  prseeunte  Mercuric  petasato  ft 
caduceato,  qui  rotundam  domum  intrat,  prope  quam  jaoet  stveletus." 

•'  Inscript.  cap.  i.  n.  17,  quoted  by  Gori  from  the  above. 
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second  of  the  two  gems  of  Stosch  of  which  he  only  brings 
f  Drward  one  out  of  Lippert's 57  impressions. 

What  a  wretched  study  is  the  study  of  antiquity  if  its 
subtlety  depends  on  such  knowledge ;  when  the  most 
learned  therein  is  he  who  can  most  easily  and  ex- 
haustively count  up  such  trivialities  on  his  fingers  ! 

But  it  seems  to  me  it  has  a  more  dignified  side,  this 
study.  A  dealer  in  antiquities  is  one  thing,  an  archaeolo- 
gist another!  The  former  has  inherited  the  fragments, 
the  latter  the  spirit  of  antiquity.  The  former  scarcely 
thinks  with  his  eyes;  the  latter  sees  even  with  his 
thoughts.  Before  the  former  can  say  "  Thus  it  was,"  the 
latter  already  knows  whether  it  could  be  so. 

The  former  may  pile  together  yet  seventy  and  seven 
more  such  artistic  skeletons  out  of  his  rubbish  heap,  to  prove 
that  the  ancients  represented  Death  as  a  skeleton;  the 
latter  will  shrug  his  shoulders  at  this  short-sighted  indus- 
try and  will  continue  to  say  what  he  said  before  he  knew  all 
this  baggage ;  either  they  are  not  as  old  as  they  are  thought 
to  be,  or  they  are  not  that  which  they  are  proclaimed. 

Putting  the  question  of  age  aside  as  not  decided  or  as 
not  capable  of  decision,  what  reason  have  we  for  saying 
that  these  skeletons  represent  Death  ? 

Because  we  moderns  represent  Death  as  a  skeleton  ?  We 
moderns  still  in  part  depict  Bacchus  as  fat  and  paunchy. 
Was  this  therefore  also  the  representation  which  the  ancients 
gave  of  him  ?  1  f  a  bas-relief  were  found  of  the  birth  of 
Hercules  and  we  saw  a  woman  with  folded  hands,  digitis 
pectinatim  inter  se  implexis  sitting  before  a  door,  should  we 
perhaps  say  this  woman  is  praying  to  Juno  Lucina  that 
she  may  aid  Alkmene  to  a  quick  and  happy  deliverance? 
But  do  not  we  pray  in  this  manner  ?  This  reasoning  is  so 
wretched  that  one  feels  ashamed  to  attribute  it  to  any  one. 
Moreover  too  the  moderns  do  not  portray  Death  as  a  mere 
skeleton ;  they  give  him  a  scythe  or  something  of  the  kind 
in  his  hand,  and  this  scythe  it  is  that  converts  the  skeleton 
into  Death. 

If  we  are  to  believe  that  the  ancient  skeletons  repre- 
sented Death,  we  must  be  convinced,  either  by  the  repre- 

57  Descript.  des  Pierres  gr.  p.  517,  n  241. 
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eentation  itself  or  by  the  express  testimony  of  ancient 
writers.  But  neither  the  one  nor  the  other  are  forth- 
coming. Not  even  the  faintest,  the  most  indirect  testi- 
mony can  be  adduced  for  this. 

I  call  indirect  testimonies  the  references  and  pictures  of 
the  poets.  Where  is  there  the  faintest  trace  in  any  Greek 
or  Roman  poet  which  could  ever  allow  us  to  suspect  that 
he  found  Death  represented  as  a  skeleton  or  so  thought  of 
it  himself  ? 

Pictures  of  Death  are  frequent  among  the  poets  and 
often  very  terrible.  He  is  the  pale,  pallid,  sallow  Death  ; 58 
he  roams  abroad  on  black  wings  ; 59  he  bears  a  sword  ; 60 
he  gnashes  hungry  teeth ; 61  he  suddenly  opens  a  voracious 
jaw ; 62  he  has  bloody  nails  with  which  he  indicates  his 
destined  prey ; 63  his  form  is  so  large  and  monstrous  that 
he  overshadows  a  whole  battlefield,64  that  he  hurries  off 
with  entire  cities.65  But  where  in  all  this  is  there  even  a 
suspicion  of  a  skeleton  ?  In  one  of  Euripides'  tragedies 
he  is  even  introduced  among  the  acting  personages ;  and 
there  too  he  is  the  sad,  terrible,  inexorable  Death.  Yet 
even  there  he  is  far  removed  from  appearing  as  a  skeleton, 
although  we  know  that  the  mechanism  of  the  ancient 
stage  did  not  hesitate  to  terrify  the  spectators  with  yet 
more  horrible  figures.  There  is  no  apparent  trace  of  his 
being  indicated  otherwise  than  by  his  black  vesture,66  and 
by  the  steel  with  which  he  cut  off  the  hair  of  the  dying, 
thus  dedicating  them  to  the  infernal  gods.67  Perhaps  he 
may  have  had  wings.68 

«•    'Pallida,  lurida  Mors." 

59   '  Atria  circumvolat  alls,"  Horat.  Sat.  ii.  i.  v.  58. 

*•    '  Fila  sororum  ense  metit,"  Statins,  Theb.  i.  v.  633. 

*'    '  Mors  avidis  pallida  dentibus,"  Seneca,  Her.  Fur. 

*2   '  Avidos  oils  hiatus  pandit,"  Idem,  (Edipo. 

*'  '  Prsccipuos  annis  auimisque  crucnto  ungue  notat,"  Statius,  Theb. 
viii.  v.  380. 

««  "Fruitur  ccelo,  bellatoremque  volando  campum  operit,"  Ibid.  viii. 
v.  378. 

64  "  Captara  tenens  fert  manibus  urbem,"  Ibid,  lib  i.  v.  633. 

*e  Alcest.  v.  843,  where  Hercules  names  him'Aj'aKTt  rbi>  ^eA.o/tTe7r.\o» 
yfKptuv. 

*:  Ibid.  v.  75,  76,  where  he  says  of  himself — 

Ifpbs  yap  OUTOS  TUV  KOTO  x6°vbs  6ewi>, 
IjTou  ToS"  tyyos  Kpcirus  ayviffti  Tpixa. 

*•  If  the  TTtpanos  aSas  in  the  261st  line  id  to  be  understood  of  him. 
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But  may  not  some  of  these  shots  recoil  on  myself? 
If  it  be  admitted  to  me  that  in  the  pictures  of  the  poets 
nothing  is  seen  of  this  skeleton;  must  I  not  in  return 
admit  that  they  are  nevertheless  far  too  terrible  to  exist 
together  -with  that  image  of  Death  which  I  believe  that  I 
have  discovered  among  the  ancient  artists?  If  a  con- 
clusion drawn  from  that  which  is  not  to  be  found  in  the 
poet's  pictures  be  valid  for  the  material  pictures  of  art ; 
will  not  a  similar  conclusion  drawn  from  that  which  is 
found  in  these  pictures  be  valid  also? 

I  answer,  Xo ;  this  conclusion  is  not  as  entirely  valid 
in  this  case  as  in  the  other.  Poetical  pictures  are  oi 
immeasurably  wider  range  than  the  pictures  of  art :  and 
especially  in  the  personification  of  an  abstract  idea,  art 
can  only  express  that  which  is  general  and  essential  to  it. 
It  must  renounce  all  the  accidents  which  would  form 
exceptions  to  this  universality,  which  stand  in  opposition 
to  this  essential  quality,  for  such  accidents  in  the  thing 
itself  would  make  the  thing  itself  unrecognisable,  and  to- 
be  recognised  is  its  aim  above  all  things.  The  poet,  on  the 
contrary,  who  elevates  their  personified  abstract  idea  into 
the  class  of  acting  personages,  can  allow  him  to  act  up  to 
a  certain  point  contrary  to  this  idea  and  can  introduce 
him  in  all  the  modifications  that  any  especial  case  offers, 
without  our  losing  sight  in  the  least  of  his  actual  nature. 

Hence,  if  art  wishes  to  make  the  personified  idea  of 
Death  recognisable  by  us,  by  what  must  she,  by  .what 
else  can  she  do  so,  than  by  that  which  is  common  to- 
Death  in  all  possible  cases  ?  And  what  else  is  this  but 
the  condition  of  repose  and  insensibility  ?  The  more  she 
would  desire  to  express  contingencies  which  in  a  single 
case  might  banish  the  idea  of  this  rest  and  insensibility,  the 
more  unrecognisable  her  picture  must  necessarily  become, 
unless  she  resorts  to  the  addition  of  some  word,  or  some 
conventional  sign,  which  is  no  better  than  a  word  and 
will  thus  cease  to  be  pictorial  art.  The  poet  need  not  fear 
this.  For  him  language  has  already  elevated  abstract 
ideas  to  the  rank  of  independent  beings,  and  the  same 
word  never  ceases  to  awaken  the  same  idea,  however 
many  contradictory  contingencies  he  may  unite  with  it. 
He  may  describe  Death  as  never  so  painful,  so  terrible,  so 
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cruel,  we  do  not  therefore  forget  that  it  is  only  Death, 
and  that  such  a  horrible  shape  does  not  belong  to  him 
essentially,  but  only  under  similar  circumstances. 

The  condition  of  being  dead  has  nothing  terrible,  and  in 
so  far  as  dying  is  merely  the  passage  to  being  dead,  dying 
can  have  nothing  terrible.  Only  to  die  thus  and  thus,  at 
this  moment,  in  this  mood,  according  to  the  will  of  this 
or  that  person,  to  die  with  shame  and  agony,  may  be  terri- 
ble and  becomes  terrible.  But  is  it  then  the  dying,  is  it 
Death,  which  has  caused  the  terror?  Nothing  less ;  Death 
is  the  desired  end  of  all  these  horrors,  and  it  is  only  to  be 
imputed  to  the  poverty  of  language  if  it  calls  both  condi- 
tions, the  condition  which  leads  unavoidably  to  Death,  and 
the  condition  of  Death  itself,  by  one  and  the  same  name. 
I  know  that  this  poverty  can  often  become  a  source  of 
pathos  and  that  the  poets  thus  derive  advantage  from  it, 
but  still  that  language  unquestionably  merits  the  prefer- 
ence that  despises  a  pathos  which  is  founded  on  the 
confusion  of  such  diverse  matters,  and  which  itself 
obviates  such  confusion  by  distinctive  appellations.  Such 
a  language  it  appears  was  the  ancient  Greek,  the  lan- 
guage of  Homer.  K-rjp  is  one  thing  to  Homer  and 
#avo,Tos  another;  for  he  would  not  so  frequently  have 
combined  6a.va.Tos  and  Krjp  if  both  were  meant  to  express 
only  one  and  the  same  thing.  By  Kr/p  he  understands 
the  necessity  of  dying,  what  may  often  be  a  sad,  an  early, 
violent,  shameful,  inopportune  death ;  by  OO.VO.TOS  natural 
death*,  which  is  preceded  by  no  Kijp,  or  the  condition  of 
being  dead  without  any  reference  to  the  preceding  Krjp. 

The  Eomans  too  made  a  distinction  between  leihum 
and  mors. 

"  Emergit  late  Ditis  chorus,  horrida  Erinnys, 
Et  Bellona  minax,  facibusque  armata  Megsera, 
Lethumque,  Insidiaeque,  et  lurida  Mortis  imago  " 

—says  Petronius.  Spence  thinks  it  is  difficult  to  under- 
stand this  distinction;  but  that  perhaps  by  lethum 
they  understood  the  general  principle  or  the  source 
of  mortality,  which  the}'  supposed  to  have  its  proper 
residence  in  Hell,  and  by  mors  or  mortcs  the  imme- 
diate cause  of  each  particular  instance  of  mortality 
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on  our  earth.69  I,  for  my  part,  would  sooner  take  that 
lethum  is  to  denote  rather  the  manner  of  dying,  and  mors 
Death  originally  and  in  general,  for  Statins  says : 70 

"  Mille  modis  lethi*miseros  Mors  una  fatigat." 

The  modes  of  dying  are  endless ;  but  there  is  only  one 
Death.  Consequently  lethum  would  completely  answer 
to  the  Greek  K-r/p,  and  mors  to  ^avaros,  without  prejudice 
to  the  fact  that  in  the  one  language  as  well  as  in  the 
other,  the  two  words  became  confounded  in  f  ime  and  were 
finally  employed  as  entirely  synonymous. 

However  1  will  here  also  imagine  to  myself  an  oppo- 
nent who  contests  every  step  of  the  field.  Such  a  one 
might  say  :  "I  will  allow  the  distinction  between  icr/p 
and  $amTos,  but  if  the  poets,  if  language  itself  have 
distinguished  between  a  terrible  death  and  one  that  is 
not  terrible,  why  then  may  not  Art  be  permitted  to  have 
a  similar  double  image  for  Death?  The  less  terrible 
image  may  have  been  the  genius  who  rests  on  his 
reversed  torch,  with  his  various  attributes ;  and  conse- 
quently this  genius  was  a  tfavaros.  How  stands  it  with 
the  image  of  KTJP  ?  If  this  had  to  be  terrible,  then 
perhaps  it  was  a  skeleton,  and  we  should  then  still  be 
permitted  to  say,  that  the  ancients  represented  Death, 
i.e.  violent  death,  for  which  our  language  lacks  a  name, 
by  means  of  a  skeleton. 

It  is  certainly  true  that  the  ancient  artists  also 
accepted  the  abstraction  of  Death  from  the  terrors  that 
precede  it  and  represented  the  latter  under  the  especial 
image  of  K-qp.  But  how  could  they  have  chosen  for  their 
representation  something  which  only  ensues  long  after 
death  ?  A  skeleton  would  have  been  as  unsuitable  for  this 
as  possible.  Whosoever  is  not  satisfied  with  this  reasoning, 
let  him  look  at  the  fact.  Fortunately  Pausanias  has 

OT  Pulymetis,  p.  261 :  "  The  Roman  poets  sometimes  make  a  distinc- 
tion between  Lethum  and  Mors,  which  the  poverty  of  our  langunge 
will  not  allow  us  to  express.  Perhaps  he  meant  by  Luthuin,  that 
general  principle  or  source  of  mortality,  which  they  supposed  to  have 
its  proper  residence  in  hell ;  and  by  Mors,  or  Mortes  (for  they  had 
several  of  them)  the  immediate  cause  of  each  particular  instance  of 
mortality  on  our  earth."  ro  Thebaid.  ix.  v.  280. 
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preserved  for  us  the  image  under  which  this  Kr;p  was 
depicted.  It  appeared  as  a  woman  with  horrible  teeth 
and  crooked  nails,  like  to  a  wild  beast  Thus  was  she 
represented  upon  the  cist  of  Kypselus  on  which  Death 
and  Sleep  rested  in  the  arms  of  Night,  behind  Polyneikes 
when  his  brother  Eteokles  attacks  him.  rov  IIoAuveiKous  Se 
oTTKrdev  fcrrrjKfV  oSovras  re  l^ovcra  ovftev  T/jucpwrcjOous  OrjpLov, 
Kal  ol  KOL  TU>V  xeipb)v  flcriv  CTrtKa/XTrcts  01  ow^es*  fmypa.fj.fj,d  Se 
ITT  avrr)  eTvat  <£ao-i  Krjpa.71  A  substantive  seems  wanting  in 
the  text  before  to-r^/cev,  biit  it  would  be  a  mere  quibble  if 
we  affected  to  doubt  that  it  must  be  ywrj.  Anyway  it 
cannot  be  o-KeAero?,  and  that  is  enough  for  me. 

Herr  Klotz  has  already  once  before  wanted  to  employ 
this  image  of  K.rjp  against  my  assertion  as  to  the  manner  in 
which  Death  was  depicted  by  the  ancients,72  and  now  he 
knows  what  I  could  have  replied  to  him.  Kyp  is  not  Death, 
and  it  is  mere  poverty  in  those  languages  where  it  has  to 
pass  for  it  by  a  circumlocution  and  with  the  addition  of 
the  word  Death.  So  distinct  an  idea  ought  to  have  a  word 
for  itself  in  all  languages.  And  yet  Herr  Klotz  should 
not  have  praised  Kulmius  for  translating  rfp  by  mors 
fatalis.  It  would  be  more  correct  and  exact  to  s&y  fatum 
mortal^,  mortiferum,  for  in  Suidas  Krjp  is  explained  by 
6ava.Tr)<f>6pos  /jioupa,  not  by  Ba.va.TOS  —eTrpw/zeVos. 

Finally  I  will  remind  my  readers  of  the  euphemisms  of 
the  ancients  and  their  delicacy  in  exchanging  such  words 
as  might  immediately  awaken  disagreeable,  sad,  horrible 
ideas  for  less  shocking  ones.  If  in  consequence  of  this 
euphemism  they  did  not  distinctly  say  "  he  is  dead  "  but 
rather  "he  has  lived,  he  has  been,  he  has  gone  to  the 
majority  " 73  and  such  like ;  if  one  of  the  reasons  of  this 
delicacy  consisted  in  avoiding  as  far  as  might  be  words  of 
evil  omen ;  then  there  can  be  no  doubt  that  the  artists  too 

71  Lib.  v.  cap.  19,  p.  425,  ed.  Kulm. 

72  Ad  Litt.  vol.  iii.   p.   288 :   "  Considerem   quasdam  figuras  arcre 
Cypseli   in   templo  Olympico   insculptas.      Inter  eas   apparct   ywij 
o5<Way,  K.T.\.     Vcrbum  Kr}pa  recto  explicat  Kulmius  mortem  fatnlem 
eoque  loco  refutnri  posse  videtur  Auctoris  opinio  do  minus  terribili 
forma  morti  ab  antiquis  tributa,  oui  sententite  etiam  alia  monimcnt? 
adversari  videntur." 

71  Gattakerus,  de  novi  Instrument!  stylo,  cnp.  xix.  [London,  1618], 
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would  tone  down  their  language  to  this  gentler  pitch. 
They  too  would  not  have  presented  Death  under  an 
image  unavoidably  calling  up  before  the  beholder  loath- 
some ideas  of  decay  and  corruption,  the  image  of  the 
ugly  skeleton;  for  in  their  compositions  too  the  unex- 
pected sight  of  such  an  image  could  have  become  as  ominous 
as  the  unexpected  hearing  of  the  actual  word.  They  too 
therefore  will  rather  have  chosen  an  image,  which  leads 
us  to  that  of  which  it  is  emblematic  by  an  agreeable  by- 
path ;  and  what  image  could  be  more  suited  to  this,  than 
that  whose  symbolic  expression  language  itself  likes  to 
employ  as  the  designation  of  Death,  the  image  of  Sleep  ? 

"  Nullique  ea  tristis  imago." 

But  euphemism  does  not  banish  words  from  a  language, 
does  not  necessarily  thrust  them  out  of  usage  because  it 
exchanges  them  for  gentler  ones.  It  rather  employs 
these  repulsive  and  therefore  avoided  words,  instead  of 
the  less  offensive  ones,  on  a  more  terrible  occasion.  Thus, 
for  example,  it  says  of  him  who  died  quietly,  that  he 
no  longer  lives,  so  it  would  say  of  him  who  had  been 
murdered  under  the  most  horrible  tortures,  that  he  had 
died ;  and  in  like  manner,  Art  will  not  wholly  banish 
from  her  domain  those  images  by  which  she  might 
indicate  Death  but  which  on  account  of  their  horrors  she 
does  not  willingly  employ,  but  will  rather  reserve  them 
for  such  occasions  in  which  they  are  the  more  appropriate, 
or  even  the  only  serviceable  ones. 

Therefore,  since  it  is  proved  that  the  ancients  did  not 
represent  Death  by  a  skeleton ;  and  since  nevertheless 
skeletons  are  to  be  seen  on  ancient  monuments ;  what 
are  they  then,  these  skeletons  ? 

Without  circumlocution  these  skeletons  are  Larvae ; 
and  that  not  inasmuch  as  Larva  itself  means  nothing  else 
but  a  skeleton,  but  inasmuch  as  under  Larvce  a  kind  of 
departed  souls  was  understood. 

The  ordinary  pneumatology  of  the  ancients  was  as 
follows.  Besides  the  gods,  they  believed  in  an  innumer- 
able race  of  created  spirits,  whom  they  named  Daemons. 
Among  these  Dajmons  they  also  reckoned  the  departed 
souls  of  men,  which  they  comprehended  under  the  general 
uame  of  Lemur es  and  of  which  there  could  not  well  be 
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otherwise  than  two  kinds ;  departed  souls  of  good  and  of 
bad  men.  The  good  became  peaceful,  blissful  household 
gods  for  their  posterity  and  were  named  Lares.  The  bad, 
in  punishment  of  their  crimes,  wandered  like  restless 
fugitives  about  the  earth,  an  empty  terror  to  the  pious, 
a  blighting  terror  to  the  impious,  and  were  named  Larvce. 
In  the  uncertainty  whether  a  departed  soul  were  of  the 
first  or  second  kind,  the  word  Manes 74  was  employed. 

And  I  say,  that  such  Larvce,  such  departed  souls  of  bad 
men  were  represented  as  skeletons.  I  am  convinced  that 
this  remark  is  new  from  the  point  of  view  of  art  and  has 
not  been  used  by  any  archaeologist  in  explanation  of 
ancient  monuments.  People  will  therefore  require  to  see 
it  proved,  and  it  might  not  be  sufficient  if  I  referred  to  a 
commentary  of  Heir  Stephanus,  according  to  which  in 
an  old  epigram  ot  ovceAtTot'  is  to  be  explained  by  Manes.  But 
what  this  commentary  only  lets  ris  guess,  the  following 
words  will  place  beyond  doubt.  Seneca  says : 75  "  Nemo 
tarn  puer  est,  ut  Cerberum  timeat,  et  tenebras,  et  Larvarum 
habitum  nudis  ossibus  cohaerentium ;"  or  as  our  old  honest 
and  thoroughly  German  Michael  Herr  translated  :  "  Es  ist 
niemands  so  kindisch,  der  den  Cerberus  fo'rcht,  die  Fins- 
terniss  und  die  todten  Gespenst,  da  nichts  dann  die  leidigen 
Bein  an  einander  hangen  "  76  ("  No  one  is  so  childish  as  to 
fear  Cerberus,  darkness  and  dead  spectres  hanging 
together  by  nothing  but  bare  bones  ").  How  could  a 

74  Apuleius,  de  Deo  Socratis  (p.  110,  edit.  Bas.  per  Hen.  Petri): 
"  Est  et  secundo  signatu  species  dsDmonum,  animus  humanus  exutus  et 
liber,  stipendiis  vitse  corpore  suo  abjuratis.  Hunc  vetere  Latina  lingua 
reperio  Lemnrem  dictitatum.  Ex  hisce  ergo  Lemuribus,  qui  posterorum 
suorum  curam  sortitus,  pacato  et  quieto  numine  domum  possidet.  Lar 
dicitur  farailiaris.  Qui  vero  propter  adversa  vitae  merita,  nullis  bonia 
sedibus  incerta  vagatione,  ceu  quodam  exilio  punitur,  inane  terricula- 
mentum  bonis  hominibus,  cseterura  noxiutn  mails,  hunc  plerique  Larvam 
perhibent.  Cum  vero  incertum  est  quse  cuique  sortitio  evenerit,  utrum 
Lar  sit  an  Larva,  nomine  Manium  deum  nuncupant,  et  honoris  gratia 
Dei  vocabulum  additum  est." 

"  Epist.  xxiv. 

*•  Sittliche  Zuchtbiiclier  des  hochberiihmten  Philosophen  Seneca, 
Strasburg  1536,  in  folio.  A  later  translator  of  Seneca,  Conrad  Fuchs 
(Frankfort  1620)  renders  the  words  "  et  Larvarum  habitum  nudis 
ossibus  cohserentium  "  by  "und  der  Todten  gebeinichte  Companey." 
Very  elegant  and  mad  1 
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skeleton,  a  framework,  be  more  distinctly  indicated,  than 
by  nudis  ossibus  cohcerens  ?  How  could  it  be  more  empha- 
tically expressed  that  the  ancients  were  accustomed  to 
conceive  and  to  figure  their  haunting  spirits  as  skeletons? 
If  such  an  observation  affords  a  more  natural  explana- 
tion for  misunderstood  representations,  this  is  unquestion- 
ably a  new  proof  of  their  justice.  Only  a  single  skeleton  on 
an  ancient  monument  might  certainly  be  Death  if  it  had 
not  been  proved  on  other  grounds  that  he  was  not  so 
depicted.  But  how,  when  many  such  skeletons  appear? 
May  we  say  that,  even  as  the  poet  knew  various  Deaths— 

"  Stant  Furise  circum,  varieeque  ex  ordine  Mortes  " 

— so  it  must  also  be  permitted  to  the  artist  to  represent 
various  forms  of  death  as  a  separate  Death  ?  And  if  even 
then  no  sound  sense  can  be  made  of  such  a  composition  con- 
sisting of  various  skeletons  ?  I  have  referred  above  to  a 
stone  in  Gori 77  on  which  three  skeletons  are  to  be  seen ; 
the  one  drives  on  a  biga  drawn  by  fierce  animals,  over 
another  prostrate  on  the  ground,  and  threatens  to  drive 
over  a  third  that  stands  in  its  way.  Gori  calls  this  repre- 
sentation the  triumph  of  Death  over  Death.  Words  with- 
out sense.  But  happily  this  gem  is  of  bad  workmanship 
and  filled  up  with  characters  intended  to  pass  for  Greek, 
but  which  make  no  sense.  Gori  therefore  pronounces  it 
the  work  of  a  Gnostic,  and  people  have  taken  leave 
from  all  time  to  lay  as  many  absurdities  as  they  do 
not  care  to  explain  to  their  account.  Instead  of  seeing 
Death  triumphing  over  himself,  or  over  a  few  rivals 
envious  of  his  dominion,  I  see  nothing  but  departed  souls, 
in  the  form  of  Larvae,  who  still  cling  in  the  other  life 
to  those  occupations  which  were  so  pleasant  to  them  in 
this.  That  this  was  the  case  was  a  commonly  received 
opinion  with  the  ancients,  and  Virgil  has  not  forgotten 
the  love  of  racing  among  the  examples  he  gives  of  this 78 

-quae  gratia  currurn 


Armorurnque  fuit  vivis,  quse  cura  nitentes 
Pascere  equos,  eadem  sequitur  tellure  repostos." 

IT  See  above,  p.  208.        n  -ffineid,  vi.  v.  653. 
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Therefore  nothing  is  more  common  on  monuments  and 
urns  and  sarcophagi  than  genii,  who  exercise — 

" aliquas  artes,  antiquas  irritamina  vitae," 

and  in  the  very  work  of  Gori,  in  which  he  adduces  this 
gem,  a  marble  occurs  of  which  the  gem  might  be  almost 
called  the  caricature.  The  skeletons  that  on  the  gem 
drive  and  are  driven  over,  are,  on  the  marble,  genii. 

Now  if  the  ancients  did  not  conceive  of  the  Larvce,  i.e. 
the  departed  souls  of  wicked  men  otherwise  than  as 
skeletons,  then  it  was  quite  natural  that  finally  every 
skeleton,  even  if  it  was  only  a  work  of  art,  should  be 
called  Larva.  Hence  Larva  was  also  the  name  of  that 
skeleton  which  appeared  at  solemn  banquets,  to  stimulate 
a  more  hasty  enjoyment  of  life.  The  passage  in  Petronius 
concerning  such  a  skeleton  is  well  known,79  but  the  con- 
clusion it  might  be  sought  to  deduce,  that  it  is  a  represen- 
tation of  Death,  would  be  very  precipitate.  Because  a 
skeleton  reminded  the  ancients  of  Death,  was  a  skeleton 
therefore  the  received  image  of  Death?  The  saying 
which  Trimalcus  utters  rather  distinguishes  expressly  the 
skeleton  and  Death : 

"  Sic  erimus  cuncti,  postquam  nos  auferet  Orcus." 

That  does  not  mean,  "  This  one  will  soon  carry  us  off," 
"  In  this  form  Death  will  claim  us,"  but  "  This  is  what  we 
must  all  become,  and  skeletons  we  shall  all  be  when 
Death  has  claimed  us." 

And  thus  I  think  that  I  have  proved  in  all  ways  what  I 
promised  to  prove.  But  I  still  wish  to  show  that  I  have  not 
taken  this  trouble  only  against  Herr  Klotz.  To  put  Herr 
Klotz  alone  right  might  seem  to  most  readers  an  equally 

7t  "Potentibus  ergo,  et  accuratissimas  nobis  lautitias  mirantibus, 
larvam  argenteam  attulit  servus  sic  aptatam,  ut  articuli  ejus  verte- 
brseque  laxatsa  in  omnem  partem  verterentur.  Hanc  quum  super 
mensam  semel  iterumque  abjecisset,  et  catenatio  mobilis  aliquot  figuraa 
exprimeret  Trimalcio  adjecit — 

Heu,  heu,  nos  miseros,  quam  totus  bomuncio  nil  est! 
Sic  erimus  cuncti,  postquam  nos  auferet  Orcus. 
Ergo  vivamus,  dum  licet  esse  bene." 

(Edit.  Mich.  Hadr.  p.  115.) 
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easy  and  useless  occupation.  It  is  something  different  if 
lie  has  gone  astray  along  with  the  whole  flock.  Then  it 
is  not  the  hindermost  bleating  sheep,  but  the  flock  that 
puts  the  shepherd  or  his  dog  in  motion. 


PROOF. 

I  WILL  therefore  glance  at  better  scholars  who,  as  I  have 
said,  share  more  or  less  in  the  erroneous  imaginations  of 
Herr  Klotz,  and  will  commence  with  a  man  who  is  all  in 
all  to  Herr  Klotz,  his  departed  friend,  Count  Caylus. 
What  lovely  souls  those  must  be  who  at  once  declare  as 
their  friend,  one  with  whom  they  have  exchanged  a  few 
compliments  at  the  distance  of  a  hundred  miles!  It  is 
only  a  pity  that  we  can  just  as  easily  become  their  enemy ! 

Among  the  subjects  recommended  to  artists  out  of 
Homer,  by  Count  Caylus,  was  that  of  Apollo  delivering 
the  purilied  and  embalmed  corpse  of  Sarpedon  to  Death 
and  Sleep.30 

The  Count  says :  "  It  is  only  vexatious  that  Homer  did 
not  enter  upon  the  attributes  that  were  at  his  time 
accorded  to  Sleep.  To  designate  this  god,  we  only  know 
his  actions  and  we  crown  him  with  poppies.  These  ideas 
are  modern,  and  the  first,  which  is  altogether  of  minor 
use,  cannot  be  employed  in  the  present  instance,  in  which 
oven  flowers  seem  to  me  quite  unsuitable,  especially  for  a 
figure  that  is  to  group  with  Death."  81  I  will  not  repeat 
here  what  I  have  said  in  the  '  Laokoon,'  concerning  the 
want  of  taste  of  the  Count  who  demands  from  Homer  that 
he  should  deck  the  creatures  of  his  mind  with  the  attri- 
butes of  the  artists.  I  will  only  note  here  how  little  he 
himself  knew  these  attributes,  and  how  inexperienced  he 
was  in  the  actual  representation  of  both  Death  and  Sleep. 
As  to  the  first  it  is  incontrovertibly  shown  from  his  words 
that  he  believed  Death  could  and  must  be  represented  as 
riothing  else  but  a  skeleton.  He  would  not  otherwise 
have  observed  complete  silence  concerning  its  figure,  aa 

«»  Iliad.  TT.  v.  681.  §I  Tableaux  tire's  cle  I'lliade  &c- 
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on  a  subject  that  was  self-evident ;  still  less  would  he 
have  remarked  that  a  figure  crowned  with  flowers  could 
not  be  well  assorted  with  the  figure  of  Death.  This  appre- 
hension could  only  arise  from  the  fact  that  he  had  never 
dreamed  of  the  resemblance  of  the  two  figures,  having 
pictured  Death  to  himself  as  an  ugly  monster,  and  Sleep 
as  a  gentle  genius.  Had  he  known  that  Death  was  a  like 
gentle  genius,  he  would  surely  have  reminded  his  artists 
of  this,  and  could  only  have  discussed  with  them,  whethei 
it  be  well  to  give  these  allied  genii  distinctive  attributes 
and  which  would  be  the  most  becoming.  But  in  the  second 
place,  he  did  not  even  know  Sleep  as  he  should  have 
known  him.  It  is  rather  too  much  ignorance  to  say,  that 
except  by  his  action  he  only  indicates  this  deity  by  baleful 
poppies.  He  indeed  justly  notes  that  both  these  symbols 
are  modern,  but  he  not  only  does  not  say  what  were  the 
old  genuine  symbols,  but  he  also  totally  denies  that  such 
have  been  handed  down  to  us.  He  therefore  knew  nothing 
of  the  horn  which  the  poets  so  often  ascribe  to  Sleep, 
and  with  which  he  was  depicted  according  to  the  express 
testimony  of  Servius  and  Lutatius.  He  knew  nothing  of 
the  reversed  torch ;  he  did  not  know  that  a  figure  with 
such  a  reversed  torch  was  extant  from  ancient  times, 
which  was  announced  as  Sleep,  not  by  a  mere  conjecture, 
but  by  its  own  undoubted  superscription.  He  had  not 
found  this  figure  either  in  Boissard,  or  Gruter,  or  Span- 
heim,  or  Beger,or  Brouckhuysen,82  and  heard  nothing  of  it 
in  any  quarter.  Now  let  us  imagine  the  Homeric  picture, 
as  he  would  have  it  with  a  Sleep,  as  if  it  was  the 
awakened  sleep  of  Algardi ;  with  a  Death,  a  very  little 
more  graceful  than  he  bounds  about  in  old  German  Death- 
Dances.  What  is  ancient,  Greek,  Homeric  in  this?  What 
is  there  that  is  not  fanciful,  Gothic,  and  French?  Would 
not  this  picture  of  how  Homer  thought,  according  to 
Caylus,  bear  the  same  likeness  to  the  original  as  Hudart's 
translation?  Still  it  would  only  be  the  fault  of  the 

*2  Brouckhuysen  has  incorporated  it  in  his  Tibullus  from  Spanheim, 
but  Roger,  &s  I  should  have  noted  above,  p.  192,  has  made  known  the 
whole  monument,  out  of  which  this  single  figure  is  taken.  This  he 
has  done  from  the  papers  of  Pighius  in  his  Spicilegium  Antiquitalis, 
p.  106.  Beger  as  little  refers  to  Spanheim.  as  Spanheim  to  Beger. 
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artist's  adviser,  if  he  became  so  offensively  and  romanti- 
cally modern,  whereas  he  might  be  so  simple  and  sug- 
gestive, so  graceful  and  great,  in  the  true  spirit  of 
antiquity.  How  he  should  feel  allured  to  put  forth  all  his 
powers  upon  two  such  advantageous  figures  as  winged 
genii,  to  make  what  is  similar  different,  and  what  is 
different  similar,  alike  in  growth,  form,  and  mien ;  yet  as 
unlike  in  hue  and  flesh  as  the  general  tone  of  his  colouring 
will  allow.  For  according  to  Pausanias  the  one  of  these 
twins  was  black,  the  other  white.  I  say,  the  one  and  the 
other,  because  it  is  not  actually  clear  from  the  words  of 
Pausanias,  which  was  the  white  one  and  which  the  black. 
And  though  I  should  not  marvel  if  an  artist  made  the 
black  one  to  be  Death,  yet  I  could  not  therefore  assure 
him  that  he  must  be  in  unquestioned  agreement  with 
antiquity.  Nonnus,  at  least,  calls  Sleep  /teXavo^pow, 
when  Venus  shows  herself  inclined  not  to  force  such  a  black 
spouse  upon  the  white  Pasithea  ;83  and  it  is  quite  possible 
that  the  ancient  artists  gave  the  white  hue  to  Death,  thus  to 
indicate  that  he  was  not  the  more  terrible  Sleep  of  the  two. 

Truly,  Caylus  could  learn  little  if  at  all  better  from 
the  well-known  iconological  works  of  a  Eipa,  a  Chartarius 
and  however  their  copyists  may  be  called. 

Eipa,84  it  is  true,  knew  the  horn  of  Sleep,  but  how 
erroneously  he  decks  him  out  in  other  respects !  The 
shorter  white  tunic  over  a  black  dress  which  he  and 
Chartarius 85  give  to  him,  belongs  to  Dreams  and  not  to 
Sleep.  Eipa  knew  the  passage  in  Pausanias  concerning 
the  resemblance  of  Death  and  Sleep,  but  without  making 
the  least  use  of  this  for  his  picture.  He  proposes  three 
kinds,  and  none  of  these  are  such  as  a  Greek  or  Eoman 
would  have  recognised.  Nevertheless  only  one  of  them, 
the  invention  of  Camillo  da  Ferrara,  is  a  skeleton ;  but  I 
doubt  whether  Eipa  means  to  say  by  this  that  it  was  this 
Camillo  who  first  painted  Death  as  a  skeleton.  I  do  not 
however  know  this  Camillo. 

Those  who  have  made  most  use  of  Eipa  and  Chartarius 
are  Giraldus  and  Natalis  Comes. 

13  Lib.  xxxiii.  v.  40.  "  Iconolog.  p.  464,  edit.  Rom.  1603. 

84  Imag.  Deorum,  p.  143,  Francof.  1687. 
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Tliey  copied  the  error  about  the  white  and  black  dress 
of  Sleep  from  Giraldus,86  and  Giraldus  can  only  have 
looked  at  a  translation,  instead  of  at  Philostratus  himself. 
Fur  it  is  not  "YTTJ/OS  but  "Ovetpos,  of  whom  Philostratus 
says  :  87  ev  dvct/xevu)  TW  eiSei  yeypo.,;  rat,  Kai  idBrfra.  e^a  ACVKT/V 
€~i  yu.eA.aiVr/  TO,  olynat,  vvKTWp  avrov  /cat  fjitO'  rjfjifpav.  It 

is  incomprehensible  to  me  how  even  the  latest  translator 
of  Philostratutf'  works,  Gottfried  Olearius,  who  assures 
us  that  he  has  given  us  an  almost  wholly  new  rendering, 
could  have  been  so  extremely  careless  with  these  words. 
They  run  in  Latin,  with  him  as :  "  Ipse  somnus  remissa 
pictus  est  facie,  candidamque  super  nigra  vestem  habet, 
eo,  ut  puto,  quod  nox  sit  ipsius,  et  quas  diem  excipiunt."87 
"What  does  this  mean  :  "  et  quae  diem  excipiunt  "  ?  Did 
Olearius  not  know  that  pcO'  r^pav  means  "  interdiu,"  and 
VI'KTWP  "  noctu  "?  It  might  be  said  in  his  defence  that  one 
grows  weary  of  purging  the  old  miserable  translations. 
He  should  then  at  least  not  have  desired  to  excuse  or 
refute  any  one  out  of  an  untested  translation.  But  as  it 
further  runs,  "  Cornu  is  (Somnus)  inanibus  quoque  tenet, 
ut  qui  insomnia  per  veram  portam  inducere  soleat,"  he 
appends  in  a  note :  "  Ex  hoc  vero  Philostrati  loco 
patet  optirno  jure  portas  illas  sonini  dici  posse,  qui  scilicet 
tiomnia  per  eas  inducat,  iiec  necesse  esse  ut  apud  Virgi- 
liurn  (./Eneid.  vi.  v.  562)  somni  dictum  intelligamus 
pro  soninii,  ut  voluit  Turnebus  "  (lib.  iv.  Advers.  c.  14). 
But  Philostratus  himself  does  not  speak  of  the  portals  of 
iSleep,  Somni,  but  of  Dreams,  Somnii,  and  it  is  also 
Oi/ctpos,  not  "YTTI'OS  with  him  who  admits  dreams  through 
the  true  gates.  Consequently  Virgil  can  still  only  be 
helped  otherwise  than  by  Turnebus's  commentary,  if  he 
absolutely  must  coincide  with  Homer  in  his  conception 
of  these  gates.  Giraldus  is  entirely  silent  concerning 
the  form  of  Death. 

Natalis  Comes  gives  to  Death  a  black  garment  strewn 
with  stars.88  The  black  garment,  as  we  saw  above,  is 
founded  on  Euripides,  but  who  put  the  stars  upon  it  I  do 
tiot  know.  He  has  also  dreams  contortis  cruribus  aii<3 

•3  Hist.  Deoruiu  Syutag.  is.  p.  311.  edit.  Jo.  Jcnsii. 

•'  ioonuui,  lib.  i.  27.  ••  Mytliol.  lib.  iii.  cap.  13. 
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assures  us  that  Lucian  made  them  roam  about  thus  on  his 
island  of  Sleep.  But  with  Lucian  they  are  mere  shapeless 
dreams,  ap.op<j>ot,  and  the  crooked  legs  are  Natalis's  own 
invention.  Even  according  to  him  these  crooked  legs  would 
not  appertain  to  dreams  in  general  as  an  allegorical  dis- 
tinction, but  only  to  certain  dreams. 

To  refer  to  other  mythological  compilers  would  scarcely 
repay  the  trouble.  Banier  alone  may  seem  to  merit  an 
exception.  But  even  Banier  says  nothing  of  the  form  of 
Death,  and  commits  more  than  one  inaccuracy  respecting 
the  form  of  Sleep.89  For  he  too  mistakes  Dream  for  Sleep 
in  this  picture  of  Philostratus,  and  sees  him  there  formed 
as  a  man,  though  he  thinks  that  he  can  determine  from  the 
passage  of  Pausanias  that  he  was  represented  as  a  child, 
and  only  as  a  child.  He  also  copies  a  gross  error  from 
Montfaucon,  which  has  been  already  condemned  by  Winck- 
elmann  and  which  should  therefore  have  been  familiar  to 
his  German  translator.90  Namely,  both  Montfaucon  and 
Banier  proclaim  the  Sleep  of  Algardi  in  the  Villa  Borghese 
as  antique,  and  a  new  vase,  that  stands  near  it  with  various 
others,  is  declared  to  be  a  vessel  filled  with  a  somniferous 
potion,  just  because  Montfaucon  found  it  placed  beside  it 
on  an  engraving.  This  Sleep  of  Algardi  itself,  however 
exquisite  the  workmanship  may  be,  is  quite  at  variance 
with  the  simplicity  and  the  dignity  of  the  ancients.  Its 
position  and  gesture  are  borrowed  from  the  position  and 
gesture  of  the  sleeping  Faun  in  the  Palazzo  Barberini,  to 
which  I  have  referred  above. 

Nowhere  have  I  met  with  an  author  on  this  branch  of 
knowledge,  who  has  not  either  left  the  image  of  Death,  as 
it  existed  amongst  the  ancients,  totally  undecided  or  has 
it  incorrectly.  Even  those  who  were  familiar  with  tho 
monuments  which  I  have  named,  or  with  others  like  them, 
have  not  therefore  approached  much  nearer  the  truth. 

Thus  Tollius  knew  that  various  old  marbles  were  extant, 
on  which  boys  with  reversed  torches  represented  the 
eternal  sleep  of  the  dead.91  But  is  this  to  recognise  in  one 

89  Erlauteruni?  der  Gotterlehre,  vol.  iv.  p.  147,  German  trans. 

90  Preface  to  Geschichte  der  Kunst,  p.  15.    al  In  notis  ad  Koudelli 
Expositionem,  S.  T.  p.  292. 
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of  them  Death  himself?  Did  he  therefore  comprehend 
that  the  deity  of  Death  was  never  represented  in  another 
form  by  the  ancients  ?  It  is  a  long  step  from  the  symbolical 
signs  of  an  idea,  to  the  well-defined  establishment  of  this 
idea  personified,  and  reverenced  as  an  independent  being. 

Just  the  same  may  be  said  of  Gori.  Gori  most  expressly 
flames  two  such  winged  boys  on  old  sarcophagi  "  Genios 
Somnum  et  Mortem  referentes,"  92  but  this  very  "  refer- 
entes  "  betrays  him.  And  since  at  another  place 93  he  speaks 
of  these  as  "  Genii  Mortem  et  Funus  designantes  " ;  since 
elsewhere,  notwithstanding  the  meaning  of  Death  which 
he  grants  to  Buonarotti,  he  still  sees  in  one  a  Cupido,  since, 
as  we  have  seen,  he  recognises  the  skeletons  on  old  stones 
as  Mortes ;  it  is  almost  pretty  well  unquestionable  that 
he  was  at  least  very  undecided  in  himself  concerning  these 
matters. 

The  same  holds  good  for  Count  Maifei.  For  although 
he  held  that  the  two  winged  boys  with  reversed  torches 
seen  on  old  monuments  were  meant  for  Sleep  and  Death, 
yet  he  declared  such  a  boy,  who  stands  on  the  well-known 
"  Conclamation  marble  "  in  the  Saloon  of  Antiquities  at 
Paris,  to  be  neither  the  one  nor  the  other,  but  a  genius, 
who  shows  by  his  reversed  torch  that  the  deceased  person 
indicated  died  in  the  flower  of  youth,  and  that  Amor  and 
his  kingdom  mourn  this  death.94  Even  when  Dom  Martin 
bitterly  controverted  this  first  error,  and  incorporated 
the  same  marble  in  his  Museum  Veronese,  he  makes  no 
attempt  at  its  clearer  identification,  and  leaves  the  figures 
on  the  139th  plate,  which  he  could  have  used  for  this 
purpose,  without  any  explanation. 

But  this  Dom  Martin  scarcely  deserved  to  be  confuted. 
He  would  have  the  two  genii  with  reversed  torches  found 
on  ancient  monuments  and  urns,  to  be  held  as  the  genii 
of  the  man  and  of  his  wife  or  for  the  united  guardian 
spirits  whom,  according  to  some  of  the  ancients,  every 
one  possessed. 

He  might  and  should  have  known,  that  at  least  one  of 

92  Inscript.  ant.  quse  in  Etruria;  urbibus  exstant,  parte  iii.  p.  xciii. 
••  Ibid.  p.  Ixxxi. 

s4  Explic.  de  divers  Monuments  sinsriiliers  qui  out  rapport  a  la  Reli- 
gion dee  plus  anciens  peuples,  par  le  R.  P.  Dom  **,  p.  36. 
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these  figures,  in  consequence  of  the  express  ancient  super- 
scription, must  needs  be  Sleep,  and  just  now  I  luckily  hit 
upon  a  passage  in  Winckelmann  in  which  he  has  already 
censured  the  ignorance  of  this  Frenchman. 

Winckelmann  writes :  "  It  occurs  to  me  that  another 
Frenchman,  Martin,  a  man  who  could  dare  to  say  Grotius 
had  not  understood  the  Septuagint,  announces  with  bold- 
ness and  decision  that  the  two  genii  on  the  ancient  urns 
cannot  be  Sleep  and  Death,  and  yet  the  altar  on  which 
they  figure  in  this  sense  with  the  antique  superscription 
of  Sleep  and  Death,  is  publicly  exhibited  in  the  courtyard 
of  the  Palazzo  Albani."  I  ought  to  have  recalled  this 
passage  above  (p.  182),  for  Winckelmann  here  means  the 
same  marble  which  I  have  there  adduced  from  his  Essay  on 
Allegory.  What  was  not  so  clearly  expressed  there,  is 
the  clearer  here ;  not  only  the  one  genius,  but  also  the 
other,  are  by  the  ancient  inscription  literally  designated, 
on  this  Albani  monument,  as  what  they  are;  namely 
Sleep  and  Death.  How  much  I  wish  that  I  could  set  a 
final  seal  upon  this  investigation  by  this  announcement ! 

Yet  a  word  about  Spence  ere  I  close.  Spence,  who  most 
positively  desires  to  force  upon  us  a  skeleton  as  the 
antique  image  of  Death,  Spence  opines,  that  the  ordi- 
nary representations  of  Death  among  the  ancients,  could 
not  well  have  been  other  than  terrible  and  ghastly,  because 
the  ancients  generally  entertained  far  darker  and  sadder 
conceptions  of  his  nature  than  we  could  now  admit.95 

Yet  it  is  certain  that  that  religion  which  first  discovered 
to  man  that  even  natural  death  was  the  fruit  and  the 
wages  of  sin,  must  have  infinitely  increased  the  terrors  of 
death.  There  have  been  sages  who  have  held  life  to  be  a 
punishment,  but  to  deem  death  a  punishment,  could  not 
of  itself  have  occurred  to  the  brain  of  a  man  who  only 
used  his  reason,  without  revelation. 

From  this  point  of  view  it  would  presumably  be  our 
religion  which  has  banished  the  ancient  cheerful  image 
of  Death  out  of  the  domains  of  art.  Since  however  this 
religion  did  not  wish  to  reveal  this  terrible  truth  to  drive 
us  to  despair ;  since  it  too  assures  us  that  the  death  of  tha 

94  Polymetis,  p.  -2C2. 
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righteous  cannot  be  other  than  gentle  and  restoring ;  I  do 
not  see  what  should  prevent  our  artists  from  banishing 
the  terrible  skeletons,  and  again  taking  possession  of  that 
other  better  image.  Even  Scripture  speaks  of  an  angel  of 
Death ;  and  what  artist  would  not  rather  mould  an  angel 
than  a  skeleton? 

Only  misunderstood  religion  can  estrange  us  from 
beauty,  and  it  is  a  token  that  religion  is  true,  and  rightly 
understood,  if  it  everywhere  leads  us  back  to  the 
beautiful. 


LONDON:  PRINTED  BY  WILLIAM  CLOWES  AND  SONS,  LIMITED. 
DIEC  STREET,  STAMFORD  STREET  S.E.,  AND  GREAT  WINDMILL  STHLKT,  W. 


BOHN'S  POPULAR  LIBRARY 

Foolscap   8vo.      Each   with    designed   Title-page 
and  End-papers,  strongly  bound  in  Cloth,  Is.  net. 

"They  are  admirably  handy:  the  covers  are  thin  and  slightly  flexible,  but 
strong  ;  the  paper  is  thin,  but  not  flimsy  ;  and  the  type  is  clear.  .  .  .  Such  works 
should  speak  for  themselves :  their  quality  is  undeniable." — Athenteum. 


i.  Swift  (Jonathan).    Gulliver's  Travels,    Edited,  with 

Introduction  and  Notes,  by  G.  R.  DENNIS. 

2-4.   Motley  (J.  L.)     Rise  of  the  Dutch  Republic.    With 

Biographical  Introduction  by  MONCURE  D.  CONVVAY.     3  vols. 

5-6.  Emerson  (R.  W.).  Works.  Edited  by  GEORGE  SAMP- 
SON. Vol.  I.  Essays  (ist  and  2nd  Series),  and  Representative  Men. 
Vol.  II.  English  Texts,  Nature,  and  Conduct  of  Life. 

7-8.    Burton  (Sir  Richard).      Pilgrimage  to  AUMadinah 

and  Meccah.     Introduction  by  STANLEY  LANE-POOLE.     a  vols. 

9.    Lamb  (Charles).    Essays.     Including  the  Essays  of  Elia, 

Last  Essays  of  Elia,  and  Eliana. 

10.  Hooper  (George).    Waterloo :   The  Downfall  of  the 

First  Napoleon.     New  Edition,  with  Maps  and  Plans. 

11.  Fielding  (Henry).    Joseph  Andrews. 

12-13.   Cervantes.        Don    Quixote.        Motteux's    Translation 

revised.     With  Lockhart's  "  Life  "  and  Notes,    a  vols. 

14.  Calverley  (C.  S.)     The   Idylls   of   Theocritus,  with 

the   Eclogues   of   Virgil.       English    Verse    Translation    by    C.    S. 
CALVERLEY.     Introduction  by  R.  Y.  TYRRELL,  Litt.D. 

15.  Burney  (Fanny).    Evelina.     Edited,  with  an  Introduction 

and  Notes,  by  ANNIE  RAINE  ELLIS. 

16.  Coleridge    (S.    T.)      Aids    to    Reflection,    and   The 

Confessions  of  an  Enquiring  Spirit. 

17-18.   Goethe.      Poetry  and  Truth  from  my  Own   Life. 

Revised  Translation  by  M.  STEELE  SMITH.    With  an  Introduction  and 
Bibliography  by  KARL  BREUL,  Litt.D.,  Ph.D.    a  vols. 

19.  Ebers  (G.)      An  Egyptian    Princess.      Translated  by 

£.  S.  BUCHHEIM. 

20.  Young  (Arthur).     Travels  in  France,  during  the  years 

1787,    1788,   and  1789.     Edited,  with  Introduction  and  Notes,  by  M. 
BETHAM  EDWARDS. 

21-22.   Burney  (Fanny).       The    Early    Diary   of    Frances 

Burney  (Madame  d'Arblay),  1768-1778.     New  Edition,    a  vols. 

23-25.   Carlyle.     History  of  the  French  Revolution.     With 

Introduction  and  Notes  by  J.  HOLLAND  ROSE,  Litt.D.    3  vols. 


BOHN'S   POPULAR   LIBRARY—  Continued. 

26-27.  Emerson  (R.  W.)  Works.  With  the  text  edited  by 
GEORGE  SAMPSON.  Vol.  III.  Society  and  Solitude,  Letters  and  Social 
Aims,  Addresses.  Vol.  IV.  Miscellaneous  Pieces. 

28-29.   Fielding  (Henry).     Tom  Jones.    2  TO!S. 

30.  Jameson  (Mrs.)    Shakespeare's  Heroines.   Character- 

istics of  Women  :  Moral,  Political,  and  Historical. 

31.  Marcus    Aurelius    Antoninus,    The   Thoughts   of. 

Translated  by   GEORGE   LONG,    M.A.       With    an    Essay  on    Marcus 
Aureliui  by  MATTHEW  ARNOLD. 

32.  Mignet.      History  of  the  French  Revolution,  from 

1789  to  1814. 

33-35.  Montaigne.  Essays.  Cotton'*  Translation.  Rerised  by 
W.  C.  HAZLITT.  3  vols. 

36-38.  Ranke.  History  of  the  Popes.  Mrs.  Foster's  Trans- 
lation. Revised  by  G.  R.  DENNIS.  3  vols. 

39.  Trollope.    (Anthony).    The  Warden.     With  an  Intro- 

duction by  FREDERIC  HARRISON. 

40.  Barchester  Towers. 

41.  Dr.  Thorne. 

42.  Framley  Parsonage. 

43-44.  Small  House  at  Allington.    2  yols. 

45-46.  The  Last  Chronicle  of  Barset.    2  vols. 

47.    Emerson    (R.   W.)       Works.      Edited    by     GEORGE 

SAMPSON.    Vol.  V.  Poems. 

48-49.   Lane's  Arabian  Nights'  Entertainments.  Edited,  with 

Introduction  and  Notes,  by  STANLEY  LANE-POOLE,  M.A.,  Litt.D. 
Vols.  I.  and  II. 

50.  Plotinus,  Select  Works  of.     Translated  from  the  Greek. 

51.  Five  Essays  by  Lord  Macaulay.    From  the  Encyclopaedia 

Britannica.    Edited  by  R.  H.  GRETTON,  M.A. 

52.  Hooper  (G.)    The  Campaign  of  Sedan.    New  Edition. 

53.  Blake.    Poetical  Works. 

54.  Vaughan.    Poetical  Works. 

55.  Goethe.     Faust.     Revised  Edition. 

56-57.  Trelawny.    Adventures  of  a  Younger  Son.    2  vols. 
58.   Poushkin.      Prose  Tales.      The   Captain's    Daughter— 

Doubrovsky — The  Queen  of  Spades — An  Amateur  Peasant  Girl — The 
Shot — The  Snowstorm —The  Postmaster — The  Coffin  Maker — Kirdjali — 
The  Egyptian  Nights— Peter  the  Great's  Negro.  Translated  by 
T.  KEANK. 
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63-64.  Plutarch's  Lives.  With  Notes  and  a  Life.  By  A. 
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J.  D.  DUFF.  M.A. 

66.  Essays  and   Stories  by  Edgar  Allan  Poe.     Selected 

and  Edited  by  HARDRESS  O'GRADY. 
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Edited  by  ALICE  D.  GREENWOOD. 
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Paradise  of  Dante  Aligheri.  Translated  by  the  Rev.  H.  F.  GARY,  M.A. 
New  Edition  by  M.  L.  EGERTON-CASTLE.  With  Introduction,  Chrono- 
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75-76.   Smollet's  Adventures  of  Roderick   Random.     With 

Short  Memoir  and  Bibliography.     *  vols. 
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79.  Hauff's  Tales.     The  Caravan— The  Sheik  of  Alexandria— 

The  Inn  in  the  Spessart.     Translated  from  the  German  by  S.  MENDEL. 
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ZIMMERN.  Edited  by  EDWARD  BELL,  M.A.,  Trinity  College, 
Cambridge. 
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